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ABSTRACT 
 
This study provides a detailed view of current practice in relation to the New South 
Wales Board of Studies Music 2 Syllabus Mandatory Topic, „Music of the last 25 
years (Australian focus)‟. It closely examines various interpretations of this topic, 
and motivations behind these interpretations, through the voices of those involved in 
its implementation: an educational administrator, music educationalists, teachers and 
representatives from education-oriented arts organisations. Through interviews with 
these participants, this multi-case study examines patterns and influences behind the 
selection of works for the musicology component of the Mandatory Topic. 
Conducted across metropolitan and regional areas, the research investigates whether 
there is equitable access to resources. The study evaluates the complex factors and 
current practices in the selection of musicological works for study. By bringing to 
light the current unofficial canon shaped by teachers and others within NSW schools, 
this thesis proposes strategies for the teaching of musicology in ways that more 
accurately reflect contemporary educational thinking that is sound, progressive and 
inclusive. 
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CHAPTER 1: INTRODUCTION 
 
In New South Wales (NSW), three music courses are offered to candidates for the 
Higher School Certificate (HSC). The Music 2 course constitutes the main pathway 
for students seeking formal music study at the tertiary level (Board of Studies NSW, 
1999). With a focus on Western art music, the Music 2 Syllabus requires that 
students develop knowledge and skills in performance, composition, musicology and 
aural perception. It is expected that through the course students will be able to 
develop an understanding of music in diverse contexts.  
 
In the Preliminary Year of the two-year course students are required to study 
Western art music from 1600 to 1900, encompassing the well known works of the 
most celebrated composers of the Baroque, Classical and Romantic periods. It is on 
these „masterworks‟ that the Western musical canon is founded. The notion of 
musical canon differs from that of repertoire in that it is a body of work revered on a 
critical plane and in a literary context (Kerman, 1983). Canons bring together those 
genres and works a society and culture considers the most genuinely worthy of study. 
Taylor (2007) argues that Western art music has taken on a religion-like status where 
“composers are gods and their works sacred texts” with “musicologists vying for the 
position of high priest” (p. 3). From Taylor‟s comments it can be seen how the 
concept of canon and specific music canons can generate debate and controversy. 
Some critics have suggested that canons are representative of systems of domination, 
such as colonialism, imperialism, and (to an extent) globalisation, and that they 
neglect the realities of social diversity (Citron, 1993; Taylor, 2007).  
 
In 2001 the Board of Studies NSW received the Australian Music Centre national 
award for “the most distinguished contribution to the advancement of Australian 
music in education” (Jeanneret, Forrest & McPherson, 2002, p. 67). This 
contribution can be largely attributed to the Music 2 Mandatory Topic for the HSC 
Year (the second of the two years) – „Music of the last twenty-five years (Australian 
Focus).‟ Current practices in music are to be studied within this topic and while the 
Syllabus specifies a focus on Australian music, worldwide developments are not to 
be neglected. As prescribed in the Syllabus, students must study “at least FIVE 
different works in detail” (Board of Studies NSW, 1999, p.  27 emphasis in original). 
2 
These works must be chosen from the Western art music repertoire and at least one 
other area, for example, popular music; music in radio, film, television and 
multimedia; jazz; and music for theatre (see Table 1.1).  
 
Table 1.1 Music 2 HSC Syllabus Mandatory Topic (Board of Studies, 1999, p. 27) 
 
 
The HSC Mandatory Topic was developed to provide candidates with an opportunity 
to study the most recent developments in music. This thesis investigates current 
practices in NSW schools in relation to the implementation of the Mandatory Topic. 
By conducting research in several different contexts, the study highlights and 
critiques patterns in musical work selection in relation to Syllabus prescription. It 
aims to investigate the extent and specific nature of canonic thinking surrounding the 
Syllabus and its implementation. 
 
Significance of the Study 
 
Within a given educational context, a curriculum should reflect and respond to 
broader social and cultural changes as they take place. It is from this critical position 
that the thesis has evolved. While the Music 2 Syllabus has been lauded for its 
MANDATORY TOPIC: Music of the last 25 years (Australian focus) 
Students must: 
– consider current practices in music 
– focus on particular styles or genres 
– study at least FIVE different works in detail (it is not necessary to study all 
movements of a multi-movement work) 
– focus on Australian music, although developments worldwide should not be 
neglected 
– investigate some of the different cultural contexts which influence contemporary 
music 
The study of this topic must include: 
(a) art music (as distinct from traditional and popular music) 
(b) at least ONE other area within the topic from: 
– popular music 
– music in radio, film, television and multimedia 
– jazz 
– music for theatre. 
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contribution to Australian music, there are significant areas the course appears to 
overlook.  For example, while offering students the opportunity to study Music of a 
Culture as an elective topic, the Syllabus makes clear that its primary focus is the 
study of Western art music. Similarly, while popular music and jazz are areas of 
study prescribed in the Syllabus they have rarely been included in HSC examination 
papers. Thus it can be seen that the Syllabus has a clear western canonic orientation. 
 
The apparent lack of diversity in practice contradicts curriculum policies published in 
the last two decades. In A Statement on the arts, references are made to the need for a 
diverse education involving studies of “cultural diversity in Australia” and “gender 
equity” (Curriculum Corporation, 1994a, pp. 8-9). Examining practice across NSW, 
this study identifies and discusses such deficiencies that exist in relation to Syllabus 
prescription and interpretation. The study aims to encourage administrators and 
teachers to critique their practice in relation to Syllabus prescription and the stated 
ideals of state and national educational philosophy. 
  
Investigating the extent to which canonic thinking is entrenched offers opportunities 
for philosophical debate and this thesis aims to provide a new perspective in relation 
to music education in Australia. It is of little surprise that only a modest amount of 
empirical research in relation to canons has been conducted in school classrooms. 
The few recent studies that have been carried out concentrate on the literary canons 
of English classrooms (Ragno Roberts, 2002; Ryan, 2001). By investigating 
teachers‟ reluctance to teach popular and folk music, Green‟s (1988) Music on deaf 
ears provides a key example of how teacher ideologies can be explored within music 
education. This thesis endeavours to supplement and contribute to such literature by 
scrutinising the practices found in secondary music classrooms in relation to official 
musicological philosophies.  
 
Conducted across metropolitan and regional areas, the research investigates whether 
there is equitable access to resources. The study evaluates the complex factors and 
current practices in the selection of musicological works for study. By bringing to 
light the current unofficial canon shaped by teachers and others within NSW schools, 
this thesis proposes strategies for the teaching of musicology in ways that more 
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accurately reflect contemporary educational thinking that is sound, progressive and 
inclusive.    
  
Outline of the Research Questions 
 
The following questions provide the framework for addressing this research topic:  
 
1. What are the factors that influence teachers‟ selection of specific works for 
the Mandatory Topic, Music of the last twenty-five years (Australian Focus)? 
 
2. To what extent and why is there a bias towards certain works and composers 
in the selection of works? 
 
3. How available and accessible are musicology teaching resources in different 
geographical regions? 
 
4. How has the evolution of the Syllabus and HSC examination influenced the 
way teachers select works? 
 
Definitions 
 
Musical canon – a collection of works that is revered on a critical plane and in a 
literary context (Kerman, 1983). 
 
Repertoire – a collection of works that a person performs or studies regularly 
(Kerman, 1983).  
 
Curriculum – a plan for a sustained process of teaching and learning (Pratt, 1994). 
 
Syllabus – a detailed program of study that states outcomes, topics and assessment 
requirements (Board of Studies NSW, 1999).  
 
Kit – an educational resource that features a score, recording, background and 
analysis, and teaching activities (Chadwick, 1997). 
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Abbreviations 
 
HSC – Higher School Certificate 
NSW – New South Wales 
BSSS – Board of Senior School Studies 
DET – NSW Department of Education and Training 
MMCP – Manhattanville Music Curriculum Program  
HMCP – Hawaii Music Curriculum Program 
AMC – Australian Music Centre 
SSO – Sydney Symphony Education Program 
MtM – Meet the Music 
MVIS – Musica Viva in Schools 
T – Teacher 
T.F. – Thomas Fienberg 
P.D-H – Peter Dunbar-Hall 
N.J. – Neryl Jeanneret 
J.M. – Jay McPherson 
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CHAPTER 2: REVIEW OF THE LITERATURE 
 
Music education and the curriculum that defines it should always be evolving. In 
recent years efforts have been made to ensure that this philosophy continues to 
permeate across the NSW curriculum. The shift away from the teaching of set works 
has been one example of weakening the strict adherence to a musical canon. In the 
senior secondary music Syllabus it is prescribed that students should study a range of 
musical styles and genres (Board of Studies NSW, 1999). While such prescriptions 
have contributed to critical acclaim of the NSW curriculum among the music 
community, it has not yet been examined whether that breadth or diversity exists in 
the classroom. 
 
The Musical Canon: Its Origins, Supporters and Opponents 
 
Canons have long been a focus of fierce cultural debate. In literature, a list of 
canonical books has the potential to highlight social prejudices and problems in 
broader society. The canon is seen as a “replication of social relations and a potent 
symbol on their behalf” (Citron, 1993, p. 1). To their adherents canons instil a sense 
of cultural identity; convey ideals of unity, consensus and order; and can “serve 
moral ends as they forge a common vision for the future” (Citron, 1993, p. 1). From 
feminist, cultural pluralist perspectives canons neglect the realities of social diversity 
and political dissent.  
 
Although literature has always been at the centre of canonical controversy, musical 
canonicity is no less compelling. While music is comprised of abstract sounds it is 
nonetheless socially contingent and participates in the dynamics of culture. Kerman 
(1983) differentiates canon from repertoire, arguing that the latter refers to the 
performance of works, while canon refers to the works‟ perceived stature on a 
critical plane and in a literary context. Weber (1989) agrees to some extent with 
Kerman, but argues that it is from repertoire that canons evolve. Green (2003) 
provides a music educationalist‟s perspective on the characteristics of works 
included in the canon, indicating that “they are all notated, they have all been 
published in printed form, they are thought innovative in relation to the era in which 
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they were composed, and they have all been composed by an individual, Western 
male” (pp. 10-11). 
    
Feminist critiques have provided significant opposition to the musical canon. Using 
an interdisciplinary approach, Citron (1993) suggests that due to negative 
stereotyping and restricted access to music education women have been banished 
from the music history curriculum. In an essay from the New Orleans meeting of the 
American Musicological Society, Solie (1992) draws attention to the work of Sophie 
Drinker. In Music and Women, Drinker (1948) suggested that there would soon be an 
end to western high culture with the recognition and incorporation of the female 
sensibility. Both Macarthur (1999, 2002) and Green (1997) lament the lack of critical 
thought given to female composers who are often praised as “just as good as their 
better known male counterparts” (Macarthur, 1999, p. 79). However, Macarthur 
notes that recent debates on feminist theoretical paradigms have liberated to a certain 
extent the study of music for Australian female composers. 
 
Multiculturalism, like feminism, has been at the forefront of canonical debate. From 
an ethnomusicologist‟s perspective Taylor (2007) argues that the music of other 
cultures has long been considered inferior and exploited by the dominating 
colonialist, imperialist and globalised societies of Western history. In relation to 
music education, Campbell (1996, 2004) provides the most telling commentary on 
the need for a culturally diverse curriculum. As with most of the literature in this 
area, Campbell reflects upon the reasons behind teachers‟ unwillingness to 
incorporate music from other cultures. She suggests that to teach successfully, works 
must be studied in their complete cultural context. The issue of context is discussed 
further by Reimer (2003) through a comparison of competing positions within 
multicultural education – contextualism and universalism. In discussing the former, 
Reimer highlights a problem faced by many senior music teachers, whereby it is 
impossible to analyse and discuss world music within the bounds of western 
concepts of music. 
 
Numerous policy documents have been published in Australia championing 
multiculturalism and indigenous education in schools (Aboriginal Education Unit, 
n.d.; NSW Department of Education, 1983). While governments and educational 
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departments can mandate the teaching of certain areas of study, the onus remains 
firmly on the teacher to implement such programs with intent and ingenuity. Marsh 
(2005) recognises this problem, suggesting that teachers regularly use “inappropriate 
examples of music taken out of context … in direct contravention of the multicultural 
education polices” (p. 38).  Further to her study, Marsh elaborates on the context 
debate by placing importance on giving pre-service music teachers „real world‟ 
experiences by conducting fieldwork in the community.   
 
Canons in the Classroom: Text Choice and the Issue of Set Works 
 
As with much research in this area, literature provides the greatest insight into the 
educational use of canons. Ragno Roberts (2002) analysed the impact of the literary 
canon on the secondary English text selection process. In a qualitative study, Ragno 
Roberts conducted a survey of secondary English departments and undertook semi-
structured interviews with small focus groups of teachers. The results of the study 
supported the hypothesis that a canon exists, with schools almost universally 
studying the same texts. In a similar study, Ryan (2001) presented an Australian 
context to the canon debate. Her investigation aimed to examine the reasons behind 
text selection. The study found that there was a bias towards Australian novels at the 
expense of contemporary authors from other cultures.  
 
The implications of these studies have yet to be fully explored for music education. 
The limited research undertaken to date has been confined almost exclusively to 
undergraduate music courses. Mock-Hanawalt‟s (2001) investigation of the 
demographics of college music programs revealed the need for a pluralist canon to 
match the multicultural population. Howell (1996) extended his study to encompass 
the latter stages of secondary education suggesting that secondary analysis relies 
upon outdated models and bar by bar commentary. Of particular interest is his 
discussion on the benefit of set works versus extracts. Drawing upon the comparison 
with English texts, Howell suggests that without studying a work within its full 
context, anything approaching analytical enquiry is denied.  
 
Green (1988) provides the most detailed study to date of music selection within the 
secondary classroom. Through surveying teachers from a large number of British 
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schools she reveals teachers‟ reluctance to include popular and folk music in their 
programs. Despite the majority of teachers indicating that they taught popular music, 
the genre remained overall in an “inferior and oppositional role to classical music” 
(Green, 1988, p. 64). 
 
Music and Curriculum: American Innovation in the 1960s 
 
To understand canon formation in music education, it is necessary to understand the 
curriculum from which it emanates. It has been suggested that the NSW syllabus 
owes much of its content and direction to the revolutionary developments in North 
America in the 1960s (Jeanneret, McPherson, Dunbar-Hall & Forrest, 2003; 
McPherson & Jeanneret, 2005). In 1965 a seminar was held at Northwestern 
University entitled „Comprehensive Musicianship – the foundation for college 
education in music‟. Three groups were set up to examine compositional processes 
and writing skills, musical analysis and aural skills, and history and literature and 
performance skills respectively (Contemporary Music Project/ Music Educators 
National Conference, 1965). One of the key summations of the seminar was that 
through common elements “students can gain an awareness and understanding of the 
structural elements of music common to any culture, tradition, or style” (Choksy, 
Abramson, Gillespie & Woods, 1986, p. 108). 
  
The Manhattanville Music Curriculum Program (MMCP) and Hawaii Music 
Curriculum Program (HMCP) provide two key examples of Comprehensive 
Musicianship in practice. Beginning in 1965 and 1968 respectively, both curricula 
incorporated common elements into a curriculum concept spiral where students 
progress through different stages or zones that are not exclusive to formal school 
grades (Mark, 1986; McPherson and Jeanneret, 2005).  With the activities of 
performing, composing and listening integrated in both systems, a variation of this 
concept-based approach can be found in the current NSW syllabi. 
 
The NSW Music Curriculum: An Evolution of Australian music 
 
Throughout the latter half of the twentieth century the NSW education system has 
been at the forefront of innovation in teaching contemporary Australian music. 
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Jeanneret, McPherson et al. (2003) identify various references to Australian music or 
Australian composers in the music curricula since 1954: “for the Higher School 
Certificate (HSC) in 1966, music students who opted to undertake a „thesis‟ could 
choose „Australian Composition‟ or „Music of the Australian Aborigines‟ from the 
topics available” (p. 139). While provision of such options was radical in its time, 
Australian works were rarely studied in tertiary institutions.  
 
The first major step in securing a uniquely Australian syllabus in NSW was realised 
with the introduction of the Board of Senior School Studies (BSSS) Music Syllabus 
for the 2 unit (related) and 3 unit course for years 11 and 12 (BSSS, 1983). With 
“The Twentieth Century – A current survey” being one of two mandatory topics, the 
Syllabus anticipated that Australian contemporary music would provide a “major 
centre of interest” (BSSS, 1983, p. 4). In an attempt to break with tradition, the 
syllabus suggested that students should consider music across the “whole spectrum 
of musical endeavour” (BSSS, 1983, p. 4). 
 
In the 1994 revision of the music Syllabus, the influence of Comprehensive 
Musicianship (noted above) was clearly visible with six concepts of music and three 
key skills outlined. One significant shift in content was the refinement of the HSC 
Mandatory Topic to “Music 1970 onwards (Australian Focus)” (Board of Studies 
NSW, 1994, p. 18). With regard to the specific details of the topic, the Syllabus 
prescribed the study of art music and at least one other area such as „popular music‟ 
or „jazz‟. 
 
In 1998, a subject evaluation of music was undertaken in preparation for a revision of 
the Syllabus (Board of Studies NSW, 1998). The study drew upon the views of 
teachers, academics and professional associations, and outlined the strengths and 
weaknesses of the subject. The Mandatory HSC Topic received high praise from 
academics who suggested that it successfully shifted the “focus of study from that 
which is frequently dominated by an historical perspective, to developing 
understandings of current trends” (Board of Studies NSW, 1998, p. 15). It was 
suggested that the Mandatory Topic should be revised to music in the last decade “to 
ensure the currency of Music syllabuses” (p. 17). 
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In the subsequently renamed Music 2 course, both mandatory topics underwent slight 
changes. The Preliminary topic eliminated reference to the „Western tonal tradition‟ 
and the HSC topic incorporated the evaluation‟s suggestion by adopting the phrase 
„Music of the Last 25 Years (Australian Focus)‟ (Board of Studies NSW, 1999).  
 
The Arts and the Role of Resources, an Australian Perspective 
 
In the final decade of the twentieth century, music education in Australian schools 
has undergone enormous change. In 1989 the State and Territory Ministers of 
Education met to initiate a process whereby national Statements and Profiles could 
be developed in eight broad areas of learning (McPherson, 1997). In A Statement on 
the Arts, references are made to the need for a diverse education involving studies of 
“Aboriginal and Torres Strait Islander societies”, “cultural diversity in Australia” and 
“gender equity” (Curriculum Corporation, 1994a, pp. 8-9). In musical terms this can 
be related to the effort to weaken the influence of the conventional Western canon. 
This ideal permeates the corresponding Curriculum Profile where it is prescribed that 
in the final stage a student “researches music from a variety of past and present social 
and cultural perspectives, and shows an awareness of how histories are constructed in 
music” (Curriculum Corporation, 1994b, p. 153). 
 
The National Review of Music Education (Pascoe et al., 2005) provides the most 
current discussion on music curricular structures across Australian states and 
territories. Pascoe et al. argue that despite the best efforts of various policy 
documents, “there is not yet a sufficiently cohesive curriculum approach to music 
education” (p. 45). In general terms, there has been a recent shift towards policy 
documents rather than syllabi. The review also cites a lack of current support 
materials with only NSW and Queensland providing readily accessible examples.  
 
A key feature of the review was an acknowledgement of the importance of additional 
resources in teacher programming, such as those created by the education arm of 
symphony orchestras and Musica Viva. Chadwick (1997) suggests that while Sydney 
Symphony programmes indicate that education concerts were held as early as 1924, 
it was not until the 1980s that these concerts began to meet the needs of schools more 
specifically. As the Board of Studies integrated more Australian music into the 
12 
syllabus, the Sydney Symphony followed with orchestral concerts, teaching kits and 
professional development courses for teachers. Through its national program, Musica 
Viva in Schools, Musica Viva has had a parallel impact in the area of resources by 
providing performances in schools and teaching kits to coincide with these events 
(Clarke, 1996; Owens, 1980). 
 
Conclusion 
 
As we have seen, the canon and curricular literature are closely linked. Through the 
development of the NSW syllabus and the broader international curriculum 
structures, a shift towards pluralist, multicultural, and gender inclusive content is 
being slowly adopted (Board of Studies NSW, 1999; Curriculum Corporation, 
1994a,1994b; Jeanneret, McPherson et al., 2003; McPherson, 1997; Pascoe et al., 
2005). With regard to teachers‟ selection of works to study and the development of a 
new canon, there is much ground still to cover. The example of contemporary literary 
canons in the classroom (Ragno Roberts, 2002; Ryan, 2001) has provided a template 
for possible exploration with regard to music education. 
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CHAPTER 3: METHODOLOGY 
 
The Qualitative Paradigm 
 
This thesis, like much of the research that precedes it, falls under the qualitative 
paradigm, whereby research is based on recognition of the importance of the 
subjective life-world of human beings (Burns, 2000).  Bresler (1992) denotes three 
key characteristics that qualitative research projects share: “1) highly contextual 
description of people and events, 2) emphasis on interpretation of both emic issues 
(those of the participants) and etic issues (those of the writer) and 3) validation of 
information through triangulation” (p. 64).  With these characteristics in mind, the 
qualitative paradigm allows the researcher to delve deeply into individual cases and 
provide descriptive interpretations of themes relating to the study‟s research 
questions. 
 
Due to the highly philosophical nature of this study, qualitative research is ideal as it 
enables the researcher to investigate the participants‟ own philosophies. Similarly 
advantageous is the approach‟s descriptive, narrative style. This method makes it 
easier for the secondary school practitioner to respond to the issues raised within the 
thesis (Burns, 2000).  
 
Multi-case Study and Triangulation 
 
Case studies are not restricted to the domain of qualitative research and are a 
common form of conducting inquiry. Stake (2005) reminds us that a case study is not 
a methodological choice but rather a choice of what is to be studied. More 
specifically Stake describes a qualitative case study as one that “concentrates on 
experiential knowledge of the case and close attention to the influence of its social, 
political and other contexts” (p. 444). This thesis adopts a multi-case study approach. 
Each individual case serves as an “instrumental case study,” helping to facilitate our 
understanding of an external interest (Stake, 2005, p. 445). This approach leads the 
researcher towards a clearer understanding (Stake, 2006) and permits theorizing 
about the Music 2 population at large.  
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In order to gain credibility, a multi-case study must thoroughly triangulate the 
differing descriptions and opinions of its participants (Stake, 2005).  A number of 
different types of triangulation are employed here. In order to maximize the validity 
of the findings “space triangulation” has been adopted by conducting research in a 
relatively large number of schools (Cohen, Manion & Morrison, 2007, p.142). In 
addition, “combined levels of triangulation” are utilised (Cohen, Manion & 
Morrison, 2007, p. 142). This has been achieved through the interviewing of 
teachers, educational administrators, music educationalists and representatives from 
arts organisations. Cohen, Manion and Morrison suggest that using multiple methods 
of triangulation is particularly desirable for controversial aspects of education, such 
as the discussion of canons that provides the focus of this study. 
 
Selection of Schools 
 
The majority of participants for this study are secondary school teachers. Schools 
were selected from a purposive sample of NSW schools. In order to achieve this, 
each case was chosen to serve the “real purpose and objectives of the study” (Burns, 
2000, p. 465). Schools from various geographical regions were sampled, as this was 
considered to be one of the key variables relating to the research question regarding 
the accessibility of resources. Both female and male teachers of varying experience 
levels were selected from a variety of school systems.  
 
The recent National Review of School Music Education (Pascoe et al. 2005) 
identified Armidale region schools as those that may reveal interesting findings. As a 
result this study included the Armidale region in its recruitment of schools. Other 
regions and schools were selected according to whether they offered the Music 2 
course. Recruitment of schools from particular regions has been practically limited 
by the fact that relatively few students are undertaking this course. The study does 
not name the schools and teachers participating in the study since their more specific 
identities are not a significant factor in the study‟s findings. Table 3.1 lists the 
different criteria that were considered important for each case study: 
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Table 3.1 Criteria for Selection of School Case Studies.  
Geographical Area School System Teacher’s Sex Teacher’s Year 
of Graduation 
Sydney city State Selective School Male 1978 
Sydney inner west Private School Male 1997 
Sydney north shore Private School Male 1977 
Sydney south State Selective School Male 1977 
Sydney west Private School Female 1994 
Armidale State Comprehensive School Female 1986 
Dubbo Private School Male Unknown 
 
Selection of Interviewees 
 
In addition to collecting the reflections of secondary teachers through interviewing, a 
number of key figures involved in the development of the Music 2 Syllabus and 
setting of HSC examinations were interviewed. In order to convey the complex range 
of factors, including ideologies, involved in work selection, it has been important to 
engage with those who have a hand in shaping both policy and practice at various 
levels. Each of the selected participants has contributed in some form to the literature 
reviewed above and has considerable experience in relation to the focus of this 
research.  
 
In order to select suitable female and male participants, the study adopted criteria 
based upon that used by Leung (1999).
1
 Participants were considered appropriate to 
recruit if they possessed expertise in areas such as secondary classroom teaching, 
lecturing in pre-service music education, curriculum implementation and writing, 
involvement in assessment, and publications relating to Syllabus development or 
implementation. These music educationalists and educational administrators have 
granted permission to have their identities disclosed in the study. Table 3.2 lists the 
interviewees and their fields of expertise: 
                                                 
1
 Leung‟s thesis involved a critique of the concept-based approach to music education. She conducted 
unstructured interviews with several key educators. 
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Table 3.2 Significant Educators and their Fields of Expertise in Music Education 
 
Experience 
Peter Dunbar-Hall 
(University of 
Sydney) 
Neryl Jeanneret 
(University of 
Melbourne) 
Jay MacPherson 
(Board of Studies 
NSW) 
Secondary classroom 
teaching 
   
Lecturing of pre-
service music 
educators 
   
Curriculum 
implementation 
   
Curriculum writing    
Involved in assessment    
Publications relating to 
the development of the 
NSW Syllabus 
 
 
 
 
 
 
 
The third group of interviewees included representatives from the Arts organisations: 
Australian Music Centre (AMC), Sydney Symphony Education Program (SSO) and 
Musica Viva in Schools (MVIS). These particular organisations are seen as being at 
the forefront of promotion of Australian music. Both the SSO and MVIS organise 
concerts and teaching kits, while the AMC serves as the hub for accessing scores and 
resources for new Australian music. Interviewing members of these organisations has 
provided perspectives on the distribution of resources and the factors behind how 
works are selected for these resources. Table 3.3 details the services provided by 
each of these organisations: 
 
Table 3.3 Services Provided by Arts Organisations 
Service Australian Music 
Centre 
Sydney Symphony 
Education Program 
Musica Viva in 
Schools 
Teaching Kits    
Concert Experience    
Touring ensembles    
Workshops    
Professional 
Development 
   
Library    
 
The Interview Process 
 
Initial contact was made though electronic mail and telephone in order to introduce 
the principal researcher. This also allowed informants to grasp the nature of the 
project. In accordance with ethical practice, participants were forwarded an 
information statement (Appendix E) clearly outlining the timeframe of the interview 
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and their obligations to the study. Consent forms (Appendices F and G) were also 
sent to participants detailing their rights and freedom to withdraw from the study at 
any time. In addition, an interview protocol (Appendices H, I and J) listing the key 
topic areas was delivered to interviewees to enable them to prepare adequately.  
 
In keeping with the qualitative paradigm, efforts have been made to ensure that the 
participants‟ perspectives and intentions have been faithfully conveyed (Bresler, 
1992). Permission was granted to audio record each interview so that the full context 
and content of each interview was preserved for subsequent detailed analysis. 
 
Semi-structured Interviews 
 
Hammersley and Atkinson (1983) acknowledge that “all interviews, like any other 
kind of social interaction, are structured by both [the] researcher and informant” (pp. 
112-113). While researchers may not decide beforehand the questions they want to 
ask, they often enter the interview with a list of issues to be covered. Ideally the 
influence of the researcher is minimised; however some structuring is necessary to 
maintain a sense of focus. It is of utmost importance that the interviewer remains an 
active listener “to what is being said in order to assess how it relates to the research 
focus and how it may reflect the circumstances of the interview” (Hammersley & 
Atkinson, 1983, p. 113).  
 
It is therefore fitting that semi-structured interviews form the key method of data 
collection in this study. With the help of an interview guide listing key questions, 
semi-structured interviews enabled the researcher to more readily compare 
informants‟ responses. The majority of questions were open-ended, permitting a 
greater element of flexibility and a more “valid response from the informant‟s 
perception of reality” (Burns, 2000, p. 424).  Considering the potentially 
controversial nature of this study (with its concentration on ideologies), this 
flexibility allowed interviewees to express their own rationale and justifications for 
their selection of musical works without the potentially mitigating influence of the 
researcher‟s own assumptions. 
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A similarly important aspect of the semi-structured interview method relates to its 
informality. Rather than interrogate, the researcher builds a level of rapport being 
equal in status with the informant. This relaxed approach is further enhanced by the 
opportunity for informants to use their everyday language to express their outlook 
(Burns, 2000).   
 
Field Notes 
 
Field notes were made immediately following interviews. These notes provided 
additional information to assist in contextualising the interviewee‟s responses to the 
research questions (Hammersley & Atkinson, 1983). As each interview scenario was 
shaped by unique circumstances it was seen as important to evaluate in the field 
notes the success of the interview in relation to the focus of the study. Such 
evaluation had potential to influence the flow and direction of subsequent interviews: 
“Who is interviewed, when and how, will be decided as the research progresses, 
according to one‟s assessment of one‟s current state of knowledge and one‟s 
judgement as to how it might best be developed further” (Hammersley & Atkinson, 
1983, p. 117). 
 
Analysis of Data 
 
Efforts have been made to intertwine data collection with analysis in a “reciprocal 
relationship” through grounded theory (Corbin & Strauss, 2008). Theory has been 
built by interpreting and conceptualising the data as it was being collected. In order 
to remain sensitive to the creation of this theory, every effort has been made to 
maintain a sense of scepticism toward the researcher‟s own opinions. Questions and 
issues that the researcher sought to illuminate were challenged, refined and 
triangulated throughout the data analysis process. Continual interactions between the 
literature and data assisted in validating the relationships forged to support the 
analytical theory created (Corbin & Strauss, 2008). 
 
While not all interviews were transcribed in full, coding for all of them was 
completed by listening carefully to the recordings. Coding represents the primary 
form of categorising data for theoretical analysis. Delamont (1992) states that it is 
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pivotal that codes are relevant to the foreshadowed research questions and the 
“agenda in the researcher‟s head” (p. 155). This study suggests numerous possible 
relevant codes and sub-codes. Any mention of Australian composition could warrant 
an individual code, while references to specific works or composers could form their 
own sub-code. Similar categories could be made for references in interviews to 
resources and key themes or issues relating to gender, genre and ideology. While 
sorting data by categories is crucial, this thesis also relies upon the principles of axial 
coding, where by making connections between categories and subcategories, data is 
synthesised into theory (Corbin & Strauss, 2008).   
 
Ethics 
 
Methodologically, due consideration has been paid to the ethical principles of 
qualitative research. Participants volunteered their involvement and clearly 
understood the nature of the study. The identity of participants and schools has been 
concealed. Every effort was made to conduct interviews at a place of the informant‟s 
choosing in order to eliminate distractions. It is within the researcher‟s interests to 
maximise the participants‟ comfort since this is more likely to lead to the collection 
of rich data. The following chapter presents the findings drawn from these data. 
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CHAPTER 4: RESEARCH FINDINGS 
 
Introduction 
 
This chapter provides a detailed view of current practice in relation to the Music 2 
Syllabus Mandatory Topic, „Music of the last 25 years (Australian focus)‟. It closely 
examines various interpretations of this topic, and motivations behind these 
interpretations, through the voices of those involved in its implementation: an 
educational administrator, two music educationalists, seven teachers and a 
representative from each of three arts organisations. From these voices emerge 
various ideological positions relating to canonical thinking and practice. Compared 
to other Australian states, the NSW music curriculum is considered to be somewhat 
“avant-garde”2 due to its prescription of the study of music from “a wide range of 
musical styles and contexts,” a reflection of its philosophy of the value of 
expressions of cultural diversity (Board of Studies NSW, 1999, p. 8). This chapter 
analyses the extent to which current music educational practice embodies this ideal. 
  
The chapter begins with an analysis of the interpretations of the Syllabus from a 
variety of perspectives and follows with a section on how these interpretations are 
reflected in the HSC Examination as well as considerations of its influence on 
teachers‟ programming. The trends and factors behind teachers‟ selections for the 
Mandatory Topic are discussed in detail with particular reference to the influence of 
the educational resources developed by the arts organisations, Australian Music 
Centre, Sydney Symphony Education Program and Musica Viva in Schools. 
 
Interpreting the Syllabus 
 
While syllabuses are written for clarity, inevitably they will be open to a degree of 
interpretation. This section deals with issues regarding two key descriptors in the 
Mandatory Topic: “Australian focus” and the study of “other areas” (Board of 
Studies NSW, 1999, p. 27). As the NSW Music 2 Syllabus enters its eighth year of 
implementation, teachers have established standard interpretations of the HSC 
                                                 
2
 Interview – Peter Dunbar-Hall, The University of Sydney.  
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Mandatory Topic. In the Board of Studies‟ biennial review of the syllabus, Chief 
Inspector Jay McPherson reports an overwhelmingly positive reception to this Topic 
from teachers: 
 
J.M.: Everyone‟s quite happy with it. It‟s not restrictive, it‟s flexible … 
They are liking the fact that in the case of Music 2, it does actually 
make you focus on Australian music for the Mandatory Topic. They 
like the fact that we are the only state that actually makes them do it. 
(Jay McPherson, Chief Inspector NSW Board of Studies) 
 
Australian Focus Issues 
 
Despite the parenthetical qualifier, “Australian focus”, it becomes clear from the data 
that Australian music dominates teachers‟ selections for Mandatory Topic study. The 
Syllabus clearly states that while focusing on Australian music, “developments 
worldwide must not be neglected” (Board of Studies NSW, 1999, p. 27). The 
implications of not including non-Australian works are emphasised by McPherson: 
 
J.M.: The syllabus is quite clear in its emphasis that you can‟t ignore what 
else is happening around the world. When it comes down to it, you 
would be doing your kids a terrible disservice if you were only giving 
them Australian [works], because we do use contemporary music in 
the exam that is not Australian … The syllabus requires you to study 
five works and my suggestion to people is a „focus‟ would [mean] 
maybe three [Australian works].  
 
This official clarification notwithstanding, many teachers are hesitant to include non-
Australian works in their programs:   
 
T: Thought about it, but never done it. (Teacher, Sydney south) 
 
T:  Not for a long time. (Teacher, Sydney inner west) 
 
T:  I haven‟t yet, I don‟t know. (Teacher, Sydney north shore) 
 
T: I want to, but I‟m not game enough. (Teacher and member of 
Examination Committee)  
 
This last comment is especially interesting since it represents the view of a teacher 
who recently served as a member of the Music 2 Examination Committee. This 
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teacher‟s comments indicate that there is still some lack of clarity surrounding the 
qualifying phrase, “Australian focus”: 
 
T.F.:  What‟s stopping you [from including non-Australian works]? 
T:  The in-parentheses Australian focus – there‟s got to be a link to 
Australia. (Teacher and member of Examination Committee) 
 
Both McPherson and music educationalist Peter Dunbar-Hall note that teachers 
commonly misinterpret the importance of key phrases within syllabus documents: 
 
J.M.:  People see “Australian focus” at the end in brackets and that‟s what 
they do. 
 
P.D-H: People will read the first line and that‟s what they will do. People will 
think “it says Australian music and that‟s all I have to do.” (Peter 
Dunbar-Hall, The University of Sydney)    
 
Music educationalist and former advisor to the NSW Department of Education and 
Training, Neryl Jeanneret, suggests that the reasons for this exclusion (and its 
implications) are more complex: 
  
N.J.: The focus on Australian music in some ways has made [teachers] 
more parochial. They don‟t look enough outside Australia … There 
was all that cultural cringe for so long, and have we done it full circle, 
and now we‟re too focused on Australian works and not conscious of 
where we sit in relation to the rest of the world. (Neryl Jeanneret, The 
University of Melbourne) 
 
Jeanneret‟s analysis of the situation is borne out in comments made by teachers when 
questioned about their exclusive focus on works by Australian composers: 
 
T:  I like to push the Australian composers because I think they‟re well 
worthwhile pushing. They get to university and then they can get 
exposed to other composers as well. (Teacher, Sydney south) 
 
T:  I think we‟ve had to really make it important… We came through in 
the 70s when we were just escaping from our post-colonial musical 
sort of torpor if you like. People like Richard Toop and Vincent Plush 
were pushing the plunger to blast us out of our horrible place. So I 
feel very much so as though myself, and people such as me, are 
carrying a mantle for putting Australian music there so that it just 
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becomes a normal part of everyone‟s life. (Teacher, Sydney north 
shore) 
 
It is clear that some teachers have developed a passion for Australian content in 
relation to the Mandatory Topic. It is difficult to judge the extent to which 
“parochialism” determines how teachers select works for study, or whether it is a 
factor in preventing them from delivering the greater depth prescribed by the 
Syllabus. Teachers defend their selection of Australian works by describing the 
relative difficulty of gaining resources for the study of contemporary music from 
other parts of the world: 
 
T: Finding the scores of those works is difficult to actually do. You can‟t 
find them at the Australian Music Centre; you can‟t find them at the 
Conservatorium Library. (Teacher, Sydney city) 
 
While the ease of access to Australian works through the Australian Music Centre 
(AMC) is a contributing factor towards the more general exclusion of works from 
elsewhere, Jeanneret suggests that the phrase “developments worldwide” has further 
implications beyond the inclusion of non-Australian works: 
 
N.J.: What I did notice marking HSC a lot, [was that] there is this funny 
parochialism that‟s developed about Australian composers. I was 
noticing things like Michael Smetanin would be talked about as an 
Australian composer but never put in a global context, as an example 
of the larger [post-modern, Dutch] school. 
 
Similar concerns were raised by Peter Dunbar-Hall regarding teachers‟ failure to 
more broadly contextualise Australian music: 
 
P.D-H: To study [Gerard] Brophy and not to mention that he was actually part 
of that [Italian complexist] movement, it would just be wrong. People 
don‟t read the bit about you‟re supposed to look [at developments 
worldwide]. I mean, how can you say that Elena Kats-Chernin is 
purely Australian? For God‟s sake, she came from Russia.3 Her music 
is clearly very European.   
 
Jeanneret relates these trends at least partially to time pressures, but she also points to 
deficiencies in teachers‟ education: 
                                                 
3
 Kats-Chernin was born in Uzbekistan, part of the former USSR. 
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N.J.: I think there is an issue with teacher knowledge, they don‟t know 
enough about contemporary music or global trends to contextualize 
some of the Australian stuff. 
 
These comments also indicate a degree of definitional ambiguity, or at least a lack of 
consensus, regarding what it is about music that can make it sound nationalistically 
distinctive. 
 
Art Music in Relation to the “Other Areas” 
 
While there exists some uncertainty among teachers surrounding the intent of the 
focus on Australian music within the Mandatory Topic, the broader focus on art 
music in the course is clearly articulated. The Syllabus states that the course provides 
students with “opportunities to extend their musical knowledge with a focus on 
Western art music” (Board of Studies NSW, 1999, p. 6). This statement is reaffirmed 
by McPherson, who aligns the focus of the course directly with the Western musical 
canon: 
 
J.M.: We try to embody a variety of music from within the canon or from 
within the Western art music traditions. 
 
The syllabus also instructs teachers to place this art music focus within a “broader 
musical context,” within a range of “musical styles and genres” (Board of Studies 
NSW, 1999, p.  8). In response to questions regarding the meaning and purpose of 
this art music focus, Dunbar-Hall traces its genesis to the ideological positions of 
Syllabus contributors and other interested parties: 
 
P.D-H: When people see their ideological or musical territory threatened you 
get a lot of complaints. And if a lot of letters come in saying: “we 
think you should stress Western art music” then the Board of Studies 
will say to the syllabus committee, “you‟ve got to put this back in the 
syllabus, we‟re getting public demand”. So what you do is you have a 
sentence like that [saying] “oh we think Western art music is a really 
nice thing but it‟s meant to be studied in the context of other things”.  
  
The Syllabus specifies a broader scope than art music, stating that the “study of the 
topic must include at least one other area from “popular music; music in radio, film, 
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television and multimedia; jazz and music for theatre” (Board of Studies NSW, 1999, 
p.  27). With the exception of one school that taught works from all of these genres, 
only one other teacher within the study included a composition from among these 
other areas. With the selection coming from the genre “music in radio, film, 
television and multimedia”, the teacher noted that the available options were 
relatively small: 
 
T.: Well, I‟ll be honest I‟m lazy with this because there‟s that great little 
kit from the [Australian] Music Centre [Out of the Blue: Antarctica] – 
the score‟s there, the CD‟s there… Trying to get hold of the score is 
the difficulty and that is often an issue because you need to look at the 
score, I think, particularly in film music because so much of it is so 
orchestral, to see what‟s going on. (Teacher, Armidale). 
 
Dunbar-Hall questions the ways teachers tend to interpret “music in radio, film, 
television and multimedia”, often simply as a means of studying more art music, a 
point also borne out in comments by one teacher: 
 
P.D-H: I can never work out what that [genre] means, it could be anything. 
Well, film music could be art music couldn‟t it… That is a type of 
music that always worries me because it‟s not a genre, it‟s not a style, 
it‟s not a historical period. It‟s a use of music, it‟s not a type of music. 
So I don‟t understand why that‟s there.  
 
T: In the Year 10 course we teach the guitar concerto, Out of the Blue 
[Antarctica Suite by Nigel Westlake] … but then that‟s sort of film 
music. It is art music, but it is film music. (Teacher, Sydney north 
shore) 
 
Some teachers justify their omission of these Syllabus areas by allowing students 
opportunities to experience them in their schools‟ co-curricular programs: 
 
T.:  This is the thing: we might cover film music and cross over into 
leitmotif and high romanticism. It‟s rather fleeting. It also draws upon 
what experiences the kids might have in their other ensembles … 
Those experiences they have there cover that tick in the box so to 
speak, so it isn‟t necessarily covered in the classroom. (Teacher, 
Sydney inner west) 
   
T.: It‟s all a matter of time … It‟s really crammed. Rather then actually 
studying it, what I do is I just get people involved in it. Some of my 
kids have written songs for the cabaret night, for example, so they‟re 
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actually involved practically in contemporary music. (Teacher, 
Sydney north shore)  
 
While some teachers are hesitant in teaching these genres in the classroom, others are 
not even aware that they are required to study at least one of these in the Music 2 
course: 
 
T.F.:  What is your other area for the Mandatory Topic? 
T.:  Sorry, this is in? 
T.F.:  The Mandatory Topic, you have a focus in Western art music, plus at 
least one other area? 
T.:  The Additional Topic
4
 
T.F.:  Not the Additional Topic, just within that Mandatory Topic? 
T.:  I‟m not sure what you mean? 
T.F.:  In the Mandatory Topic it says that you must focus on Western art 
music as well as others.     
T:  Yes that‟s right. That‟s entirely up to the students. I mean that‟s 
basically the Additional Topic. I leave that entirely up to the students. 
(Teacher, Sydney south) 
 
Such lack of Syllabus understanding and the more general failure to include these 
other genres speaks of an ideological devaluing of this music, a point that seems 
clear from the following comments: 
  
T:  The canon works we teach tend to come from art music because it 
comes with a huge imprimatur. It‟s been commissioned, it‟s been 
studied, you‟ve met the composer, it‟s being performed. So there‟s a 
line – this is an important thing to study, it has considerable depth.  
T.F.:  Does popular music have that line?  
T:  The answer to that question is no I don‟t think it doesn‟t … There has 
to be depth, it‟s got to come from somewhere.  
T.F.:  What about jazz in Music 2?  
T:  Ok there could be, but I can‟t think of a work that comes of the top of 
my head that could do the job. (Teacher, Sydney north shore) 
 
The Influence of the HSC Examination 
 
One of the most important reasons why teachers neglect works from these other 
genres is their general exclusion from HSC examination papers. One teacher and 
                                                 
4
 In the Music 2 course students study 2 Mandatory Topics: Music 1600-1900 in Preliminary; and 
Music of the Last 25 Years (Australian Focus) in the HSC. Students must also select an Additional 
Topic from a predetermined list each year.  
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member of the exam committee is open about how the exam determines his 
programming. He also makes clear his hierarchical valuing of music genres: 
 
T: Look as far as all that is concerned, I take all that [other music] with a 
grain of salt, because it‟s never referred to and examined specifically 
in the fourth question of the HSC. And mostly what you‟ll get, even 
with as far as questions two and three is concerned, you‟ll get a 
recognized work … I haven‟t seen any film music in the HSC 
Mandatory Topic  question ever.  
T.F.:  So really it comes down to the examination? 
T.:  Absolutely! And you are to an extent doing this… I‟m on the 
Examination Committee and I can tell you right now: what‟s 
Australian film music? 
T.F.:  In your position on the exam committee has it ever been versed to 
include a piece of popular music in the exam? 
T:  Absolutely not, absolutely not!  
T.F.:  Then why do you think they write popular music within the syllabus?  
T:  Well, that‟s a very good question. I suppose to give all of the 
candidature from band six down to band two an opportunity.  
T.F.: So is band two a popular music student and band six an art music 
student?  
T.: Yep I suspect that‟s the case … well not band two, but a lower band. 
(Teacher and member of the Examination Committee) 
 
So, a homogenous pattern is beginning to emerge within selections for the HSC 
Musicology and Aural Skills paper. Since the 2004 HSC examination, all works 
representative of the HSC Mandatory Topic have been written by Australian art 
music composers (see Table 4.1). This comes as little surprise to two former 
members of the exam committee, who speak about selecting works for the 
Mandatory Topic component of the examination: 
 
P.D-H: We regularly, I don‟t know if it was a rule, but there was sort of an 
implicit agreement that was never verbalised that we would always 
use a contemporary Australian work in the unheard listening, the aural 
exam. 
  
N.J.:  In [the exam] we‟ll need a work that represents the last 25 years. That 
would be good if there‟s an Australian work in there. I mean the 
Australian‟s not mandatory, it‟s just recommended. 
  
McPherson suggests that it is the prerogative of the exam committee to consider for 
selection music representative of all the areas prescribed by the Syllabus: 
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Table 4.1 Higher School Certificate Examinations, NSW: Repertoire from the HSC 
Mandatory Topic (1995-2008). Compiled by the researcher. 
Year Composer Work Date of 
Compositio
n 
Ensemble 
Type 
Genre Australia
n 
1995 Stephan 
Richter 
Terra Rossa 1994 Unknown Art Music No 
1995 Ross Edwards Dragonfly 
Dance 
1991 Chamber 
(Percussion 
Quartet) 
Art Music Yes 
1996 Ralph Morton O Come, O 
Come, 
Emmanuel 
1989 Vocal Art Music Yes 
1996 Ian Shanahan Cathy’s Song 1988 Solo 
(Recorder) 
Art Music Yes 
1997 Brian 
Ferneyhough 
Etudes 
Transcendantal
es No 6 
1982-1985 Chamber 
(Soprano, 
flute, oboe, 
Harpsichord, 
cello)  
Art Music 
 
No 
1997 Claire 
Maclean 
Et Misericordia 1996 Choral Art Music Yes 
1997 Carl Vine Battlers Suite 1994 Chamber 
(Oboe, horn, 
harp, strings) 
TV Music/ 
Art Music  
Yes 
1998 Lambarena 
Project  
Sankanda 1995 Unknown World 
Music 
No 
1998 Nigel Sabin Walk Don’t Run 
from Inner-city 
Counterpoints 
1989 Chamber 
(Clarinet, 
viola, cello, 
piano) 
Art Music Yes 
1999 Michael 
Torke 
Bright Blue 
Music 
1985 Orchestra Art Music No 
1999 Ann Carr-
Boyd 
Bendooley 
Variations 
1997 Chamber 
(Mandolins, 
guitar, bass 
guitar) 
Art Music Yes 
2000 Nigel 
Westlake 
Refractions at 
Summer Cloud 
Bay 
1989 Chamber 
(Alto 
flute/piccolo
, bass 
clarinet, 
violin, viola, 
cello) 
Art Music Yes 
2000 Donald Fraser Theme from Mr. 
Ed (in the style 
of Rodrigo) 
1997 Concerto 
(Guitar and 
Orchestra) 
Television
/ Art 
Music 
No 
2001
* 
Ralph Morton O Come, O 
Come, 
Emmanuel 
1989 Vocal Art Music Yes 
2001
* 
Brian 
Ferneyhough 
Etudes 
Transcendantal
es No 6 
1982-1985 Chamber 
(Soprano, 
flute, oboe, 
Harpsichord, 
cello)  
Art Music 
 
No 
29 
 
2001 Michael 
Nyman 
Six Celan 
Songs 
1990 Vocal (low voice and 
ensemble) 
Art Music No 
2001 Bozidar Kos 2
nd
 movt Guitar 
Concert 
1992 Orchestra (Guitar and 
Orchestra) 
Art Music Yes 
2002 Dumisani 
Maraire 
Mai Nozipo 1992 Chamber 
(String Quartet, African 
Drums) 
World 
Music/ Art 
Music 
No 
2002 Joseph 
Schwantner 
 
A Play of 
Shadows 
1990 Orchestra 
(Flute and Chamber Orchestra 
Art Music No 
2003 Elliot Carter Triple Duo 1983 Chamber (flute/clarinet, 
violin/cello, piano/ 
percussion) 
Art Music No 
2003 Ross 
Edwards 
Dawn Mantras 1999 Choral (Choir, soloist, 
shakuhachi, tenor saxophone, 
didjeridu) 
World 
Music/ Art 
Music  
Yes 
2004 Raffæle 
Marcellino 
The Lottery in 
Babylon 
1995 Chamber (flute/bass flute, 
clarinet/ soprano saxophone, 
violin, cello, piano) 
Art Music Yes 
2005 Nigel Sabin Resting Point 1990 Chamber (Cello and Piano) Art Music Yes 
2006 Katy Abbott Making Angels 2001 Chamber (Flute Clarinet and 
Piano) 
Art Music Yes 
2007 Linda Ceff Prelude ? Piano Art Music Yes 
2007 Roger Dean It Gets 
Complicated 
? Piano Art Music Yes 
2008 Carl Vine Symphony No. 
4 
1998 Orchestral Art Music Yes 
* These works were included in the 2001 specimen paper. 
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J.M.: It doesn‟t tend … I mean, we‟ve had cases where we‟ve had sort of 
jazz fusiony stuff I suppose  … I mean the Music 2 Syllabus is 
focused on art music, so therefore you do expect the exam to focus on 
art music. But there are a whole range of topics and you know there is 
no reason why a selection of some repertoire that represents the 
Mandatory Topic in the exam couldn‟t be something that is popular or 
jazz or music theatre, because the syllabus requires you to do more 
than just art music. 
 
While recent selections have suggested a significant shift towards Australian art 
music, there have been previous examples of works reflective of other musical 
genres. Jeanneret fondly recalls the inclusion of the theme music of an American 
television show: 
 
T.F.: Was there any effort to include music from outside art music?    
N.J.:  Yes there was the year we put Mr Ed on there… I found a version of 
that TV music done in the style of Rodrigo and the guitar concerto, so 
we did a comparison. 
 
The example of Mr Ed in the Style of Rodrigo was included in the final examination 
of the previous syllabus. In the transition to the new HSC of 2001, Jeanneret notes 
that the syllabus committee trapped itself into keeping the same format of the 
previous Syllabus, so the opportunity was lost to critique the relationship between the 
new Syllabus and the examination: 
 
N.J.:  The syllabus was done in great haste [hence] we decided [to] use past 
aural examples and put them together in a specimen paper. What we 
discovered further down the track, when we first came to be setting 
the HSC papers, was that specimen paper then became the model for 
everything that happened afterwards and we weren‟t able to deviate 
from that.  
T.F.:  So basically you‟re saying there was no real change in the layout of 
the exam from the old syllabus to the new syllabus. 
N.J.:  That‟s right. 
T.F.:  Was there a push to change any parts of the exam? 
N.J.:  Well actually there was, because there were assessment issues that we 
at the time had a good time thinking and considering… But time was 
the factor and we were pushed along too fast.  
 
With little changes in the examination structures between the two most recent syllabi, 
it is worth reflecting upon the patterns in work selection for these HSC examinations 
(see Table 4.1). Despite the predominance of Australian compositions, there has also 
been a steady presence of non-Australian works. Discounting the past five years of 
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purely Australian content, ten of the twenty-one works representative of the 
Mandatory Topic have been composed by people from other countries. Similarly, 
five of these twenty-one works have at least partially represented a genre besides art 
music. Most commonly these works have still maintained some connection to art 
music, either through an arrangement, for example, Mai Nozopo performed by the 
Kronos Quartet, or experimentation in different styles from an art music composer, 
for example, Ross Edwards‟ Dawn Mantras. 
 
Popular Music is one genre that fails to appear in this list. With frank rejection by a 
current member of the committee, Dunbar-Hall was not so dismissive of the genre, 
suggesting that it could be introduced through different means: 
 
P.D-H: In the Music 2 exam, I think so. If not popular works in the sense of a 
rock group, certainly works that show that influence. Like a Smetanin 
or Matthew Hindson you know who‟s been heavily influenced by 
heavy metal. There are works that acknowledge that, so the indication 
is to teachers … that you need to be aware of it.  
 
Similarly, Jeanneret laments the attempts to find repertoire with enough “meat” that 
would be suitable to examine the candidates: 
 
N.J.:  When you come to popular genres, do you know that it‟s really, 
really, really difficult to find something that you can take a slice of, 
that‟s got enough to talk about in it. 
  
While the syllabus prescribes the study of these other genres and contexts, 
McPherson sems unapologetic about the recent absence of more inclusive selections: 
 
J.M.: The exam is the HSC, and what‟s most important is the quality of the 
repertoire and the quality of the experience in terms of examinations 
and examinable repertoire. The HSC exam is not a vehicle for 
exposure to repertoire or professional development. It‟s actually about 
examining kids fairly. 
T.F.:  But can you do both?  
J.M.:   It‟s not the charter of the HSC to do both. It might be possible, but it‟s 
not the charter of the HSC to do both…The board doesn‟t need to 
justify any [inclusive] approach. The HSC is not a panacea to solve all 
problems. It is an examination of four questions, of parts, with a focus 
on a score and recordings that represent what is required of the 
syllabus. It is not a magic cure for giving people new repertoire or a 
cure for getting people to study different sorts of music. 
 
32 
This separation of responsibility was something clearly not shared by former 
committee member Dunbar-Hall. He declares that the selections made by the 
Examination Committee always had a specific purpose and provided examples for 
teachers‟ own selections: 
 
P.D-H: I think the exam committee is a bunch of fairly agenda driven people. 
Speaking for myself, I would use membership of that committee to 
push certain agendas. There was always a reason behind selections. 
We were using those exams to say to teachers “this is a good work 
that you may like to teach”.    
 
Despite McPherson suggesting otherwise, the works used in examinations do 
subsequently influence the selections made by teachers. While no specific works 
used in recent examinations were included among the selections, most teachers were 
relatively open in describing the exam‟s influence:  
 
T:  With the musicology things you are specifically targeting how you‟re 
going to learn how to answer those questions. (Teacher, Dubbo) 
 
T:   I‟d probably be advising them to keep the bulk of the essay on the 
Australian focus. (Teacher, Armidale) 
  
Following recent sittings of the Music 2 musicology and aural skills paper, 
McPherson reports that there have been minimal complaints about the scope and 
depth of the paper: 
 
J.M.: Look you always have people who didn‟t think that piece of repertoire 
was great or “that one was too hard”, or “the melodic dictation was 
too hard”, but it‟s the same for everyone every year … we don‟t have 
appeals, we very rarely have anybody write in. 
 
Teacher Selections – Trends and Factors 
 
After interviewing seven teachers, thirty-four selections were nominated as works in 
current teaching use for the HSC Mandatory Topic (See Table 4.2). As discussed in 
previous sections, there is a clear bias towards the inclusion of Australian works with 
only one piece composed by a non-Australian composer. Similarly, with the 
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exception of a single case
5
, only one other teacher nominated a work representative 
of the “other areas” prescribed for study. This section discusses the trends and factors 
behind selections and the extent to which geography affects these choices.  
 
 
 
 
                                                 
5
 The selections from this case are marked with an asterisk in the table 
 Table 4.2 Works used for the Mandatory Topic by Classroom Teachers. Compiled by the researcher. 
 
Composer Work Year Ensemble Type Genre Music Kit Australian 
 
Frequency 
Anne Carr Boyd* Fanfare for Aunty in 
FM 
1974? Chamber (2 trumpets, 2 
pianos, 2 percussion) 
Art Music Board of Studies 
(Support Document) 
Yes 1 
Michael Smetanin Ladder of Escape 1984? Chamber (7 Bass Clarinets 
and 2 double bass clarinets)  
Art Music AMC 
(Sounds Australian – 
Australian Classical 
Music)  
Yes 1 
Nigel Westlake Omphallo Centric 
Lecture  
1984? Chamber (Percussion 
Quartet) 
Art Music MVIS 
(B‟tutta, 1995) 
Yes 1 
Nigel Westlake Fabian Theory 1987 Chamber 
(Marimba, three tom-toms 
and digital delay) 
Art Music AMC 
(Three Post-1970 
Australian Pieces) 
Yes 1 
Nigel Westlake Cudmirrah Fanfare 1987 Orchestra Art Music SSO 
(MtM 1995) 
Yes 1 
Peter Sculthorpe Kakadu 1988 Orchestra Art Music SSO 
(MtM 1997, 2008) 
Yes 1 
Ross Edwards Maninyas  1989 Concerto 
(Violin and Orchestra) 
Art Music SSO 
(MtM, 1999) 
Yes 1 
Nigel Westlake* “Penguin Circus” 
(from Antarctica) 
1991 Chamber (Percussion and 
Double Bass) 
Film Music/ Art 
Music 
AMC 
(Out of the Blue) 
Yes 1 
Nigel Westlake Antarctica 1991 Concerto (Guitar and 
Orchestra) 
Film Music/Art 
Music 
AMC 
(Out of the Blue) 
Yes 1 
Ross Edwards Prelude and 
Dragonfly Dance 
1991 Chamber (Percussion 
Quartet) 
Art Music AMC  
(The Chamber 
Music of Ross 
Edwards) 
Yes 5 
3
4
 
  
Stephen Bull Hands On 1991 Chamber (Mandolins) Art Music  Yes 1 
Elena Kats- Chernin Clocks 1993 Orchestral 
(Tape and Chamber 
Orchestra) 
Art Music AMC 
(Clocks) 
Yes 2 
Mara! With Stefan 
Kozuharov* 
Sezoni 1993 World music ensemble  World Music MVIS 
(Mara!) 
Australian and 
Bulgarian 
1 
Matthew Hindson Homage to Metallica 1993 Orchestra Art Music SSO 
(MtM 1997) 
Yes 1 
Martin Wesley 
Smith* 
Quito 1994 Vocal soloists, computer 
music, visuals and puppets 
Theatre Music/ 
Art Music 
AMC 
(Quito) 
Yes 1 
Paul Stanhope Kandeyala: Morning 
star III 
1994 Orchestra Art Music  Yes 1 
Elena Kats Chernin ProMotion 1995 Chamber (six amplified 
instruments) 
Art Music  Yes 1 
Liza Lim Street of Crocodiles 1995 Orchestra Art Music SSO 
(MtM 2004) 
Yes 1 
Brett Dean Twelve Angry  Men 1996 Chamber (12 Cellos) Art Music SSO 
(MtM 2005) 
Yes 1 
Elena Kats-Chernin Russian Rag 
(Multiple versions) 
1996 Solo Piano/ 
Chamber (10 instruments)  
Art Music AMC 
(Clocks) 
Yes 1 
Brett Dean Carlo 1997 Orchestra (strings, sampler 
and tape) 
Art Music SSO 
(MtM 2003) 
Yes 1 
Andrew Ford The Unquiet Grave 1998 Orchestral (Viola and 
chamber orchestra) 
Art Music (MtM 2007) Yes 1 
James Greening* Pleated Skirts 1999? Jazz Quartet Jazz MVIS   
(The World 
According to James) 
Yes 1 
Paul Stanhope Dawn Lament 1999 Solo (Cello) Art Music  Yes 1 
John Peterson Earth that fire 
touches 
2000 Choral (Soloist, SATB, and 
orchestra) 
Art Music AMC 
(Australian Music 
Day, 2002) 
Yes 1 
 3
5
 8
/1
2
/2
0
0
8 8
/1
2
/2
0
0
8
- 
3
6
 - 
  
Matthew Hindson In Memoriam 2000 Orchestra Art Music SSO 
(MtM 2001) 
Yes 1 
Archie Roach* “Just a Little Time” 
from Sensual Being 
2002 Vocal and rock band Popular Music  Yes 1 
Graham Howard Earth, the bringer of 
life 
2004 Orchestral Art Music  Yes 1 
Matthew Hindson “Makedonsko Oro” 
from Balkan 
Connection 
2004/5 Orchestra Art Music  Yes 1 
* Denotes selections made by one teacher. 
 
 
 
 
 
 
 3
6
 8
/1
2
/2
0
0
8 8
/1
2
/2
0
0
8
- 
3
7
 - 
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Perhaps one of the most interesting statistics to be drawn from the table above is that 
three works fall outside of the Mandatory Topic‟s twenty-five year timeline. 
Remarkably the inclusion of the Anne Carr Boyd‟s Fanfare for Aunty in FM was 
justified due to its appearance in a Board of Studies support document: 
 
With the Music 2 syllabus first implemented in 2001, Fanfare for Aunty in FM has 
always been outside the timeline. The inclusion of these older works contravenes the 
mandate of the Mandatory Topic to consider “current practices in music” (Board of 
Studies NSW, 1999, p. 27). Dunbar-Hall suggests that this was a key reason behind 
the topic change from „Music 1970 onwards‟ to „Music of the last 25 years‟: 
 
P.D-H: That‟s the thing the Board of Studies wanted to get rid of. People 
would just teach the same thing year after year after year … But then 
we changed it and made it that you had to teach music of the last 25 
years. So as the years march ahead the syllabus is always like a 
shadow coming up with it, you can‟t stick in the seventies.  
 
Popular Works and Composers 
 
With so many different works selected, it is particularly interesting that one work, 
Prelude and Dragonfly Dance, appeared in five of the seven teachers‟ canons. 
Perhaps the key reason behind this work‟s popularity is its inclusion in a teacher 
resource kit from the Australian Music Centre (AMC). 
  
T: There are these sort of the basic ones [e.g. Prelude and Dragonfly 
Dances] that I think most teachers probably would be into… Selecting 
a kit is a high priority as far as resources are going … Obviously the 
less work you have to do. (Teacher, Sydney south) 
 
With the AMC and other arts organisations producing numerous music kits (see 
Appendices 1, 2 and 3), there must be other factors behind the multiple appearances 
of Prelude and Dragonfly Dances. Some teachers attribute this to the work‟s relative 
openness to analysis, whereas others make reference to the work‟s percussive 
elements: 
 
T.: Prelude and Dragonfly Dances is more an introductory work … 
initially it‟s very easy. It‟s user friendly, you can remember the motifs 
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and it‟s a great one to have as the optional extra for your essay. 
(Teacher, Armidale) 
 
T:  Dragonfly dances is one piece that I actually teach as part of my 
canon, because it is pure percussion and we have some actual 
signature performances of it …I think to be an Australian music 
student and not understand the development and use of percussion is a 
bit of a problem. (Teacher, Sydney north shore) 
 
While no other works received nearly as many mentions as Prelude and Dragonfly 
Dances, several composers did emerge with a considerable presence in the 
selections. The music of Ross Edwards (six), Nigel Westlake (five), Elena Kats-
Chernin (four) and Matthew Hindson (three) collectively accounted for almost half 
of the entire works selected. Despite Elena Kats-Chernin‟s popularity, only two other 
female composers were included within the canon. When questioned about the 
exclusion of works by female composers, most teachers were straight-forward in 
their reasoning: 
 
T:  Gender of the composer doesn‟t worry me none whatsoever. I don‟t 
think about the gender. It‟s the piece that matters. (Teacher, Sydney 
south) 
 
T: It probably sits there as an influence, but having said that a lot of the 
work we have done has been male and we haven‟t had a female 
composer in residence. (Teacher, Sydney inner west) 
 
T: No we don‟t [include female composers] normally, I guess Elena 
Kats-Chernin stirring up a bit of a storm. (Teacher, Dubbo) 
 
Factors Influencing Selections 
 
Perhaps the greatest contributing factor to the inclusion of the more popular 
composers is the tonal quality of many of their works. In selecting works, teachers 
would often mention accessibility as a key factor. Interestingly, there existed various 
definitions of “accessible”. While one teacher suggests that accessibility refers to 
ready made resources, more commonly a piece was designated accessible according 
to its ease of analysis: 
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T: Well the main thing is in the accessibility of it, umm the fact that the 
AMC has these booklets together with composers‟ comments, 
analysis and recordings of it … (Teacher, Sydney south) 
 
T: It doesn‟t have to be beautiful major and minor chords, but if there‟s a 
development pitch-wise and the kids can see where they are going 
than that‟s very important. (Teacher, Sydney city) 
 
With many teachers classifying accessibility as a key factor behind their repertoire 
choice, very few works were selected from the avant-garde. One teacher was quite 
open in their dismissal of this style of music: 
 
T: I wouldn‟t do any Michael Smetanin with the kids … because it‟s 
dense and it turns a lot of them off. (Teacher, Sydney city)  
 
In the one school that did include a work by a modernist composer, the teacher 
attributed its inclusion to the intelligence of the students at a selective school. In 
relation to another school system, Dunbar-Hall asserts that this music is not often 
favoured: 
 
T: You teach [the avant-garde] just like anything else. However, as I 
keep referring to the type of [selective] student we have here … 
they‟re always pushed. (Teacher, Sydney south) 
 
P.D-H: I find that [in] those big private schools, the parents tend to be very 
conservative. The parents say we‟re paying money for this and we 
don‟t want any of this avant-garde stuff. 
 
Jeanneret is direct in her assessment of teachers failing to teach the avant-garde. She 
suggests that many teachers do not have the necessary musicological skills to analyse 
these works: 
 
N.J.: There were times when [pre-service teachers] found maybe the type 
of score or the way it was written challenging because it was the first 
time they encountered it. So that was a difficulty. It makes you think, 
that once they were out in schools how reflective or how easily they 
might have picked up [avant-garde] works or analysed it themselves.  
 
One interesting factor that contributed to some of the teacher selections was the 
instrument specialties of their students:  
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T:  Most of the kids that I‟ve got in my class at the moment are orchestral 
players. My current Year 11 has got a lot of jazz based kids so I‟ll be 
looking at putting in [and] really concentrating firmly on jazz … it‟s 
important to align the course to the interests of the kids, as well as the 
needs of the exam. (Teacher, Armidale) 
 
T:  The Hindson thing, simply because it‟s rock and roll for orchestra. We 
have kids at the school who should be doing Music 1, but we don‟t 
offer it… As soon as I say Homage to Metallica, the guitar players go: 
“Excuse me! What piece? Where? Show me!” (Teacher, Sydney city)  
 
Similarly in some cases, the teacher‟s performing background had a significant 
impact on selections. By experiencing the work in a different context, teachers felt as 
though they could present the work with more passion and authenticity: 
 
T:  My main instrument is the mandolin and we had a group called the 
Sydney Mandolins  
T.F.:  Have you ever used works that your group has played in the 
classroom? 
T:  Yeah, only one the other day. Stephen Bull, a young Sydney 
composer, he wrote a piece called Hands On. (Teacher, Sydney south) 
 
T:  It‟s where you are as a musician. I don‟t think you can teach what you 
don‟t love, I just don‟t. You can try to, but the kids won‟t be 
motivated enough. (Teacher, Sydney city) 
 
T:  In all these pieces I‟ve had some sort of link in either generating 
performances of, or learning it myself so that informs me quite a bit. 
(Teacher, Sydney inner west) 
 
Experiencing the work beyond the classroom setting was often considered to be a 
particularly desirable factor. One teacher fondly recalled attending a premiere, while 
others recounted workshops involving students:  
 
T:  I was there in the Town Hall with Peter Sculthorpe and Stuart 
Challender in 1988 workshopping [Kakadu]… So we were there for 
the gestation of the work [and] I have a special affection for it. Even 
now when I hear it played… I can sort of smell the Town Hall. I find 
it quite evocative, so I can teach it with some passion and conviction 
(Teacher, Sydney north shore) 
 
T:   It‟s good if [we] can prepare [the work] for a concert and workshop, 
so they can actually see it live, rather then an abstract piece that 
they‟ll never see performed live or get up close to… It makes it more 
real to the students to see [that] it can be done. It‟s not just this CD 
playing… (Teacher, inner west) 
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T:  [We use] “Sezoni” by Mara because Mara‟s a local musician who is 
internationally recognized that we can have come to the school 
making the experience very real for the students…You know these 
artists move from being untouchable famous people to being normal 
everyday people when they meet them. (Teacher, Sydney west) 
 
T:  I got to know Graham [Howard] a few years ago … He‟s come in and 
done some stuff with the kids and as it works out, most of the kids are 
in the youth orchestra and they actually performed [Earth, the bringer 
of life] two weeks ago. (Teacher, Armidale) 
 
Regional Approaches to the Mandatory Topic  
 
Interestingly, three of the above responses illuminate similar approaches from a 
variety of geographical locations. In each example teachers have sought out members 
of the local community to assist with the transmission of the topic. With many arts 
organisations not having the capabilities to resource rural areas, teachers are required 
to use their own connections to organise workshops. 
 
T:  Generally people are pretty happy to come out this way. I mean we‟ve 
got James Morrison coming this year ... I‟ve had conductors come out. 
They fly in the morning and fly out in the afternoon. (Teacher, 
Dubbo) 
 
T:  We made sure we had people come through the school … I met a 
conductor and the next thing you know we‟re on the milk run and 
we‟re getting all these international orchestras through our school up 
on the coast. They sort of go Murwillumbah, Armidale, [Central 
Coast], Sydney Town Hall. (Teacher, formerly Central Coast) 
 
While both these initiatives were coordinated by individuals, the Armidale case 
presents a unique collaborative approach to the topic: 
 
T:  I find my biggest professional development are our HSC Music Days 
that we hold here because we get in senior markers and people who 
are looking at the end result and they have great strategies… Also 
we‟ve got the Music Teachers Association, which is a group of public 
and private teachers so it‟s all the schools in town pretty much ... We 
meet about once every eight weeks and a lot of it is the procedural 
stuff: What are we offering? What workshops will we run in the next 
six months that we can all do? (Teacher Armidale)     
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While schools in some regional centres have the capacity to field Music 2 classes, 
this proves to be more difficult in more remote areas. Rural teachers attribute this to 
connections with local conservatoriums and more specifically to the availability of 
instrumental tutors:  
 
T:  In Armidale we have the youth orchestra that I conduct and that 
means the kids get exposure to music that maybe in a smaller town, 
like the ones I started teaching in, they don‟t have access to… 
Particularly in Wellington I was ending up often doing the practical 
tutoring as well as all the other stuff. (Teacher, Armidale) 
 
T:  The [Macquarie] Conservatorium does all the instrumental teaching 
up here … They are very much part of the whole shebang. You‟ve got 
your instrumental teachers, you‟ve got conductors, like myself, and 
you‟ve got basically the school communities that support them. 
(Teacher, Dubbo) 
 
While these rural conservatoriums appear to be thriving, the Joan Sutherland 
Performing Arts Centre in Penrith is slowly emerging as an important access point 
for schools in western Sydney. One of the local teachers reports a steady 
improvement in programming, but highlights a key difficulty preventing acceptance 
from the wider audience: 
 
T:  Without the Joan it would be [difficult], it‟s a bit of a drag for students 
to go on excursions which seem so far away…  
T.F.:  Is the Joan succeeding in breaking down cultural barriers? 
T:  I don‟t think they‟re succeeding yet. I heard that the highest attended 
event in the history of the Joan Sutherland Centre is the Rodney Rude 
concert, so you‟re looking at a [different] culture, and you get the 
Sydney Symphony playing at the Joan. (Teacher, Sydney west) 
 
This cultural barrier provides some insight behind the high number of schools 
(including a performing arts high school) that do not offer Music 2. Some teachers 
relate this to the socioeconomic demographics that are so often connected to the 
study of art music. In schools that fight this trend, teachers are often forced into 
compromising positions with administrators: 
 
T:  Music is expensive. With interest rates, petrol prices and rent hikes 
one of the first things to go are music lessons… I‟m sure that there are 
surveys that have been done comparing western Sydney to say 
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Mosman. You would have more students doing Music 2 there. 
(Teacher, Sydney west)  
 
T:  I think one of the biggest issues is purely the staffing of this course, 
because unless you are at a very, without being rude, an upper sort of 
middle class area your classes are always going to be small. And in 
any school, senior classes are decided on numbers. Every year, even 
though I‟ve got a very supportive head of department and principal, 
you have to fight to keep this course… And it‟s always compromised. 
I always teach this with lesser periods than anyone else… My 
colleagues combine Music 1 and Music 2. I don‟t know how they do 
it because the few times I‟ve done it, well you can‟t be as creative and 
it‟s never as satisfactory. (Teacher, Armidale)     
 
The Influence of Arts Organisations and their Resources 
 
Considering the lack of time available to prepare new material, teachers are very 
reliant upon arts organisations to provide the direction and content of their programs. 
This was reflected statistically with twenty-six of the thirty-four selections having a 
connection to a teaching kit: 
 
T:  Selecting a kit is a high priority as far as resources are going. 
Obviously the less work you have to do. (Teacher, Sydney south) 
 
T:  We‟ve got the standard ones, the Kamiens, the Nortons, the teaching 
kits, you‟re always pulling stuff out of them. (Teacher, Dubbo) 
 
T:  Realistically speaking the SSO does it for me in their booklets 
(Teacher, Sydney city) 
 
While the prevalence of kits was high, many teachers recognised their limitations and 
argued that it was necessary to develop your own activities to suit the specific needs 
of the class. For example: 
 
T:  Clocks [by Kats-Chernin] there is a kit, but I find it a bit limited 
because it has to be so general – it has to be designed for elective 
Course 1 and Course 2. So I obviously use the score excerpts, but I‟ve 
actually developed my own [activities] from that … the most effective 
teaching is when you internalise the kits and bring your own slant to 
it. (Teacher, Armidale) 
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In this section the influence and services of the Australian Music Centre, Sydney 
Symphony Education Program and Musica Viva in Schools are examined, followed 
by a discussion of the shift towards technology-oriented online resources. 
 
Australian Music Centre 
 
The Australian Music Centre (AMC) primarily functions as a support network for 
contemporary music practice encouraging Australian composers‟ works to be 
performed. In its thirty-five years in operation, the organisation‟s role has gradually 
evolved to focus on housing the scores of Australian art music composers. 
Interestingly, their CEO John Davis recalls the earlier years of a more diverse 
collection: 
  
AMC: In the early years it was very much about anyone who called 
themselves a composer could lodge materials in the collection, so 
there was a huge collection of jazz recordings, indigenous recordings 
[and] lots of people working in film and television. By the mid 1980s 
they decided to bring in this formal representation policy... It was a 
way of having a general kind of quality control and focusing on that 
area known as concert music or art music. (John Davis, CEO 
Australian Music Centre) 
 
This focus towards art music neatly coincided with the syllabus change to mandate 
the study of contemporary Australian music in the Mandatory Topic. At the time of 
this change, many teachers felt quite apprehensive about the prospect of teaching this 
type of music. Jeanneret notes that this change gave the AMC an opportunity to 
explore a new market: 
 
N.J.: When the focus on Australian music and recent music came in 
teachers just about had a heart attack. They were panicking about 
resources and all those kind of things. And in fact you‟ll find that the 
AMC is eternally grateful to NSW and that‟s what‟s driven a lot their 
marketing for the last 20 years to service that demand. 
 
While statistics provided by AMC suggest that the education sector contributes to the 
majority of library requests (Figure 4.1), the organisation states that it has no 
obligation or need to employ a representative of this group.  
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AMC: The education sector is the largest market in all of our markets and 
that‟s primarily because of the mandatory component of NSW 
secondary syllabus [but] we can‟t afford to employ an education 
specialist … Whenever we‟ve gone to education departments to try 
and second educational expertise for the organisation they always say 
“our resources are already committed elsewhere.” So in a sense we‟re 
responsive rather than proactive. 
 
Figure 4.1 AMC Library Requests Statistics 2007 
6
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With no specific internal educational leadership, the selection process for the AMC‟s 
teacher resource kits is largely arbitrary (see Appendix A). The production of a kit is 
often prompted by the initiatives of teachers to approach the organisation. 
Consequently, this process is heavily reliant upon the availability of a commercially 
released recording.  
 
AMC: A teacher might come to you and say “look, I‟ve been using this in 
my classroom and it really works well. There‟s this recording of this 
Australian composer‟s work.” So we work with them to refine [the 
kit] and then we‟ll publish it. 
 
                                                 
6
 Table formed by researcher, based on data from John Davis (CEO Australian Music Centre), 
14/5/08.  
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Interestingly, all seven teachers participating in the study held memberships with the 
AMC. Some teachers also annually brought their class to the AMC, and openly 
encouraged them to visit the library regularly in preparation for their HSC. While 
most teachers spoke in depth about the ease of accessing music from the library, 
Davis was cutting in his analysis of their musicology needs. 
 
T:  I have to say at this moment the AMC is gold for us! I take all my 
kids there in the first few weeks of year 12. I get them to join and say 
“kids I‟ll direct you to all this stuff, but for you to have access to this 
and an attitude to this music you‟ll have to do a little bit more study.” 
(Teacher, Sydney city) 
 
T:  We certainly make reasonable use of [the AMC‟s] resources. I 
certainly borrow a lot of stuff, but it‟s mainly for performance… they 
just send it out and it‟s pretty easy. (Teacher, Armidale) 
 
T.F.:  What percentage would be requesting a score for their own analysis? 
AMC:  2 % (laughing) … If a teacher comes here not really knowing what 
they‟re after the easiest path of action is to go directly to the education 
resources: “I can pick this up, this is pre-packed.” It‟s the McDonald‟s 
syndrome … it‟s a convenience package that you can plug in.  
 
Sydney Symphony Education Program 
 
In comparison to the AMC, the Sydney Symphony (SSO) has a considerably larger 
interest in the education sector. With two full-time employees and direction from 
Richard Gill, the SSO considers education to be a crucial investment for cultivating 
its current and future audience. 
 
SSO: I think it‟s really, really important as an education program to not only 
nurture the audiences of the future and the musicians of the future, but 
the composers of the future and that is our responsibility. (Bernie 
Heard, Sydney Symphony Education Program) 
 
While the SSO caters for students of all ages, the Meet the Music (MtM) program for 
secondary students is particularly important. With its origins in the 1980s, the series 
encompasses four annual concerts with accompanying resources on each work 
performed. To cater for the Australian focus of the Mandatory Topic at least one 
Australian work is included in each concert with selections left primarily to the 
discretion of artistic director Richard Gill. 
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SSO:  MtM is the “jewel in our crown” at the education program … We are, 
well my interpretation of Richard‟s decisions, trying to choose 
composers that really represent the Australian compositional tradition. 
So they‟re usually quite established composers.  
 
Since 1993, thirty-four composers, representative of the HSC Mandatory Topic, have 
been featured within the MtM concert series (See Appendix B). With all these works 
appearing in music kits, teachers are provided with score extracts, sound excerpts, 
background information, activities and a comprehensive musicological analysis of 
the work. Interestingly, premiere works do not have the same structure which may to 
a certain extent explain teachers‟ reluctance to include these compositions. 
 
SSO:  We do have a policy or a philosophy I guess for new works. In 
previous years we used to insist that the scores were ready the year 
before and call the orchestra in and do a separate recording of the 
excerpts that we want in the kit and so on. But that actually defeats the 
purpose of a world premiere. So what we do now for new pieces is we 
might feature some score extracts but in addition to that we present 
the kit as an exploration of that composer‟s style. 
 
The combination of resource kits, concert experiences, and professional development 
has placed the MtM program as the major influence behind many teachers‟ 
selections. The professional development seminar co-ordinated by Gill provides the 
primary form of in-service specific to the Mandatory Topic. The far-reaching 
popularity of this seminar speaks loudly about Gill‟s reputation and the esteem in 
which the program is held. 
 
T:  The MtM series with its mandatory if you like, or obligatory 
Australian content has just been sensational, it‟s just been amazing. 
Meeting the composers as we do every February in those teacher 
seminars is just such a special thing, absolutely special. (Teacher, 
Sydney north shore)  
 
T:  I hadn‟t been to the lectures until I was doing the kit… I just felt 
“gosh why haven‟t I been to these before…” Before that I would have 
thought “oh all that way to Sydney for a two hour lecture” but 
Richard‟s always so inspirational. (Teacher, Armidale) 
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Musica Viva in Schools 
 
Musica Viva in Schools (MVIS) has traditionally provided students with 
opportunities to experience music in a practical “hands-on” approach. In contrast to 
other arts organisations, MVIS has built a reputation for promoting the music of all 
genres. For some teachers this inclusive approach has acted as a deterrent to 
accessing their services. 
 
T:  It would be different sort of music, it wouldn‟t be that high end, high 
art contemporary music, you might get the World According to 
James. Now that‟s original music, it‟s composed in the last 25 years, 
but it‟s jazz. (Teacher, Sydney city) 
 
T:  We use [Musica Viva] much less…Musica Viva hasn‟t dealt so much 
in Australian composition for us anyway. It tends to be more folkloric 
stuff. It doesn‟t have a contemporary [art music] feel. (Teacher, 
Sydney north shore)  
 
Even Secondary Schools Co-ordinator, Carol Coomber, was quick to shift the focus 
away from their trademark travelling ensembles to the art music orientated 
Australian Music Days (see Appendix C): 
 
MVIS: The key programs are the Australian Music Days. It generally outlines 
a [renowned] Australian composer and a very high profile performing 
group usually associated with the work. We find that a live 
performance has much more impact and students don‟t get that 
experience in the classroom setting. (Carol Coomber, Secondary 
Schools Co-ordinator MVIS) 
 
Interestingly, not a single teacher participating in the study had ever attended one of 
these workshops. While some teachers put this down to restrictions on professional 
development, the lack of a pre-organised teaching kit may provide a more 
compelling case: 
 
T:  The fact of the matter is our schools and all schools are trying to keep 
us in the classroom, they‟re not letting us develop and if we do it, it‟s 
on our own time and more often then not on our own money. 
(Teacher, Sydney city) 
 
MVIS: Students receive a student handout, which usually covers a bit of 
background information … Teachers get a glimpse into the work and 
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then they can take it back into the classroom and with purchasing the 
full score and the CD do a detailed study if they want to. 
 
Technology and its Influence so Far 
 
The responsive selection process of arts organisations highlights the intrinsic 
commercial aspects of current educational services. With the NSW Department of 
Education and Training (DET) focusing their attention on technology in the 
classroom, music software corporations such as Sibelius and Finale are beginning to 
fill the void: 
 
AMC: We‟ve done a kit with Sibelius music software. You know how they 
had that young composers thing last year with Ensemble Offspring. 
So Sibelius recorded all of that and a decision was made [to] make a 
resource kit out of it, because we‟ve already got a relationship with 
Sibelius and we‟re quite close to Damien [Ricketson] and Ensemble 
Offspring… Because we did the thing with Sibelius, I said well 
Matthew [Hindson] is a Finale person. Finale had come to us and said 
“we‟d like to do an education resource”. 
 
The influence of software programs on selections is set to continue as arts 
organisations look to develop a greater presence online in the near future. The SSO 
currently holds an agreement with Telstra BigPond in relation to the webcasting of 
concerts, while MVIS have developed prototype resources online: 
 
SSO:  We have a partnership with BigPond that allows us to webcast ten of 
our concerts every year… That‟s ideally where I‟d like to see it going. 
 
MVIS: We‟re heading [online] with the secondary kits, it‟s a long slow 
process and there‟s always obstructions in the way. We‟re very 
conscious that senior students don‟t always get the one on one time 
because of restraints in the school setting. It‟s an ideal outlet for them 
to be able to learn quite a lot on a resource that‟s there on the 
computer. 
 
Despite efforts from arts organisations to move online, many teachers are yet to 
access this new technology. Importantly Davis was quick to defend teachers‟ 
reluctance to embrace internet resources. He suggested that arts organisations were 
still in the process of experimenting with new techniques and that any evaluation 
would need to occur in years to come: 
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AMC:  I think with the move online there will be all sorts of things we will be 
exploring. It‟s becoming more of a government priority too, to make 
sure these kind of resources are available on line as well… The whole 
psychology of [moving online] and how people interact with [it], how 
the information is presented and what the learning outcomes are. I 
think there [are] all sorts of lessons to be learned. 
 
Conclusion 
  
This chapter has drawn out interpretations of the Syllabus, patterns in work selection 
and discussed the influence of the HSC examination and arts organisations on these 
choices. The following chapter concludes the study and will discuss the implications 
of these results in relation to canonical thinking, educational practice and future 
studies.  
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CHAPTER 5: CONCLUSION 
 
This study has examined the extent to which patterns in work selection reflected the 
prescriptions of the NSW Music 2 HSC Mandatory Topic: „Music of the last 25 
years (Australian focus)‟, and the nature of the associated canonic thinking that exists 
in music education practice. To investigate the factors influencing these selections it 
was important to triangulate the data by documenting the various perspectives of an 
educational administrator, music educationalists, teachers and representatives from 
arts organisations in a multi-case study. Given their background in the development 
of the current Syllabus and its assessment, the administrator and the two music 
educationalists interviewed where able to provide detailed perspectives on how the 
syllabus is intended to be interpreted in music classrooms across NSW. To 
supplement this commentary, the seven teachers participating in the study provided 
views of how they approach the topic in their own practice in their various classroom 
contexts. The final group consisting of representatives from three different arts 
organisations contributed to the study by providing details of the available 
educational resources and insights into the significant role these play in teacher 
programming for the musicology component of the Mandatory Topic. 
 
The Mandatory Topic Canon 
 
The Western musical canon with its ideological assumptions has been debated within 
musicological circles for the past several decades (Green 2003; Kerman, 1986; 
Weber, 1989). Green (2003) notes that this canon is based on the following common 
characteristics: “[the musical works] are all notated, they have all been published in 
printed form, they are thought innovative in relation to the era in which they were 
composed, and they have all been composed by an individual, Western male” (pp.  
10-11). In contrast, a broader, more inclusive musical and cultural view is 
encouraged in relation to teaching the Mandatory Topic of the NSW Music 2 
Syllabus, where teachers are expected to undertake the teaching of a “wide range of 
musical styles and contexts” (Board of Studies NSW, 1999, p. 8). This study has 
shown however, that in actual practice in the programming among the teachers 
interviewed, such a range is not represented. 
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The table of works selected by teachers for study (Table 4.2) appears at first glance 
to reveal a breadth of practice. However, upon closer inspection it can be seen that 
this range is limited in a number of ways. The majority of works are of a tonal 
quality and several composers dominate the list. Interestingly, apart from a single 
non-Australian work,
7
 all the composers included have a strong New South Wales 
orientation (they either live in NSW or have some other strong connection with the 
state). In a topic that cautions teachers not to neglect “developments worldwide,” this 
exclusion of works representing the seven other states and territories even calls into 
question the notion of a national focus (Board of Studies, 1999, p. 27). Further, 
despite the Syllabus prescription, only two of the seven teachers included works from 
genres other than art music
8
. From this analysis it can be seen that within this 
purposive sample a Mandatory Topic canon appears to be emerging with works 
sharing the following characteristics:  they are predominantly instrumental, they are 
notated, they are tonal in orientation and they are composed by prominent art music 
composers associated with NSW. 
 
Factors Influencing the Canon 
 
HSC Examination 
 
The musicology component of the Mandatory Topic is assessed through the HSC 
Musicology and Aural Skills examination. Most teachers considered it essential that 
they prepare students for this paper by exposing them to a variety of examinable 
repertoire. After consultation with Jay McPherson and past and present members of 
the examination committee, it appears that this „variety‟ pertains chiefly to concert 
works of contrasting ensemble size and instrumentation. In the examination a clear 
trend over the past five years to include only Australian art music works has 
encouraged teachers to focus even further upon this aspect of the course. 
Furthermore, the reliance on notation for the unheard listening component of the 
examination discourages the inclusion of music from other genres where the 
recording generally constitutes the musical „text‟. Hence there is a distinct gap 
                                                 
7
 This work was collaboratively composed with an Australian artist. 
8
 The selection of the Antarctica suite (Nigel Westlake) within film music is debatable as the guitar 
concerto was not specifically composed for the moving image. 
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between what is mandated in the Syllabus and what is considered appropriate for 
examination. It appears likely then that until these more inclusive aspects of the 
Mandatory Topic are made examinable teachers will continue to exclude them from 
their programming and teaching. 
  
Arts Organisations and their Resources 
 
While the examination suggests what types of music should be studied, arts 
organisations provide the primary stimulus for teachers‟ specific selections with 
almost 80% of the chosen works reliant upon their published resources. A 
considerable number of works have been featured in AMC, SSO and MVIS resource 
kits, concerts and workshops. It is not surprising that the majority of these works 
represent the Australian art music tradition, given that the SSO is an orchestra-
focussed organisation and that the AMC‟s primary function is to represent and 
promote Australian art music composers. Despite MVIS‟ reputation for an inclusive 
approach, they too focus their attention on art music and provide no Music 2 
curriculum links within the resources developed for their multicultural music 
travelling ensembles. These arts organisations are under no obligation to reflect any 
or all aspects of the course; they tend to respond to the situation that exists rather 
than being proactive instigators. Importantly, the production of resources is driven 
largely by competing factors including high licensing costs, the availability of 
composers, support from advertisers, and most importantly teacher interest. The 
privatisation of resource support has changed the way teachers approach interpreting 
a syllabus. In a time-precious context, there is a strong tendency for teachers to rely 
upon the content of resources from organisations that do not have a responsibility to 
cater for all aspects of the Syllabus. 
  
Ideology 
 
Many teachers feel a strong connection with the Music 2 Mandatory Topic. As the 
teaching force has aged, they have witnessed and participated in the rising cultural 
significance and prominence of Australian art music. Many teachers see themselves 
as important contributors to this emergence and justify their sole focus on Australian 
works on this involvement. The resulting movement of Australian cultural renewal is 
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built upon a largely unquestioned ideology that art music is the pinnacle of society‟s 
musical achievement. While the impact of teachers‟ undergraduate training was not 
discussed within this thesis, studying in institutions established to foster the Western 
musical tradition may provide some reason for this ideological stance. The 
Mandatory Topic therefore for many teachers serves a greater purpose than simply a 
context for the study of musical concepts. It reinforces the rightful place of 
Australian art music within a emerging Australian musical-cultural canon.   
 
Reflective Practice 
 
The purpose of this study was not to propose changes to the Syllabus or assessment 
structures. Rather, it was to promote reflective practice surrounding the process of 
repertoire selection and to encourage teachers to investigate the motivations behind 
their choices. This could provide them with an opportunity to critically evaluate their 
own selections and more closely address the prescribed inclusivity of the Syllabus. 
Similarly, the study encourages music educationalists and administrators to reflect on 
how they perceive the Mandatory Topic. Through this process educational leaders 
can challenge prevailing ideological assumptions in relation to sound, progressive 
and inclusive educational philosophy. Further they can engage in critical dialogue 
over Syllabus interpretations with the next generation of music teachers.  
 
The lack of diversity in resource materials suggests the need for a greater level of 
involvement from institutions without traditional ties to the art music community and 
a more considered and sustained contribution from government bodies. With the 
SSO providing the sole form of professional development specific to the musicology 
component of the Mandatory Topic, there is need for more opportunities for teachers 
to refresh their interpretation of the Syllabus. 
 
While the shortfalls of practice in relation to syllabus prescription have been well 
established, this thesis also highlights several successful teaching strategies for the 
Mandatory Topic. The willingness of teachers to network and coordinate 
composer/performer workshops was just one of many examples of how to expose 
students to a “real world” musical experience. Similarly, the integration of school 
ensembles into a meaningful relationship with classroom musicology content 
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provided students with opportunities to involve themselves in the music from 
different perspectives. The approaches from teachers across a variety of regional 
areas also highlighted that geography can be advantageous, leading to more 
innovative practice. 
 
Conclusions and Recommendations for Further Research 
  
This study provides an analysis of the processes involved in repertoire selection and 
the extent to which these choices reflect Syllabus prescription. While this thesis has 
addressed several key factors behind selections, this is by no means an exhaustive 
description of the practical and philosophical reasons that lead to these decisions. 
Through a larger sample of teachers, a complementary study could further speculate 
about the extent to which canonical thinking pervades repertoire selection in the 
Mandatory Topic. Due to the constraints of the study, many potential influences were 
not fully investigated, for example, the influence of undergraduate training on 
teacher ideology. This study could also prompt research into the implementation of 
indigenous and multicultural government policies within the classroom. The 
implications of this thesis transcend music education and could be expanded into a 
cross-disciplinary study examining how teachers interpret and implement Syllabus 
and policy documents for various academic areas. 
 
Throughout this study it has been the intention of the researcher to illuminate the 
inclusive aspects of the Music 2 course and examine the extent of their 
implementation. The HSC Mandatory Topic has enough flexibility to soften the 
effects of canonical thinking and to enable the investigation of current music from a 
“wide range of musical styles and contexts” (Board of Studies NSW, 1999, p. 8). By 
encouraging reflective practice, this thesis endorses a diverse and innovative 
approach to music education to match the rhetoric conveyed in the Music 2 Syllabus.   
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APPENDIX A: WORKS FEATURED IN AMC KITS 
9
 
Music Kit Composer Work Year 
Composed 
Ensemble 
Type 
Genre 
Stepping Stones 
(Damian 
Ricketson and 
James 
Humberstone) 
Damian 
Ricketson 
(plus student 
compositions) 
Same Steps 2007 Chamber: 
Solo clarinet 
and any 
combination 
of violin, 
cello, 
electric 
guitar, 
accordion & 
optional 
auxiliary 
instruments 
Art Music 
Journey to 
Horseshoe Bend 
(Kim Waldock) 
Andrew 
Schultz 
(Gordon 
Kalton 
Williams, lib.)  
Journey to 
Horseshoe 
Bend 
2002 Choral  Art Music 
A Way Back 
(Lorraine Milne 
Lachlan 
Davidson 
A Way Back 2005 School Band Jazz/Rock/ 
Art Music 
White Ghost 
Dancing (Philip 
Cooney) 
Ross Edwards White Ghost 
Dancing 
1999 Orchestral Art Music 
White Ghost 
Dancing (Philip 
Cooney) 
Ross Edwards Concerto for 
Guitar and 
String 
Orchestra 
1995 Concerto Art Music 
White Ghost 
Dancing (Philip 
Cooney) 
Ross Edwards Veni Creator 
Spiritus  
1993 Orchestral Art Music 
White Ghost 
Dancing (Philip 
Cooney) 
Ross Edwards Chorale and 
Ecstatic 
Dance 
(Enyato 1) 
1993 Orchestral Art Music 
2002 MLC 
School 
Australian 
Music Day 
(Ed. Paul 
Stanhope) 
Matthew 
Hindson 
The Blue 
Alice 
2000 Choral Art Music 
2002 MLC 
School 
Australian 
Music Day 
(Ed. Paul 
Stanhope) 
John Peterson Earth that fire 
touches 
2000 Choral  Art Music 
2002 MLC 
School 
Australian 
Music Day 
(Ed. Paul 
Stanhope) 
Stephen 
Adams 
Migrant 
Hostel 
2000 Choral Art Music 
                                                 
9
 Compiled by the researcher. 
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2002 MLC 
School 
Australian 
Music Day 
(Ed. Paul 
Stanhope) 
Matthew 
Orlovich 
A dream only 
just begun 
2000 Choral Art Music 
2002 MLC 
School 
Australian 
Music Day 
(Ed. Paul 
Stanhope) 
Nicholas 
Vines 
Future 2000 Choral Art Music 
The Eighth 
Wonder (Penny 
Chapple) 
Alan John and 
Dennis 
Watkins 
The Eighth 
Wonder 
1995 Opera Art Music 
The Sinking of 
the Rainbow 
Warrior (Anne 
Power) 
Colin Bright 
and Amanda 
Stewart 
The Sinking 
of the 
Rainbow 
Warrior 
1994 Opera Art Music 
Quito (Anne 
Power) 
Martin and 
Peter Wesley 
Smith 
Quito 1994 Vocal 
soloists, 
computer 
music, 
visuals and 
puppets 
Music for 
Theatre/ Art 
Music 
Clocks 
(Stephen Lalor) 
Elena Kats-
Chernin 
Russian Rag 1996 Solo Piano/ 
Chamber  
Art Music 
Clocks 
(Stephen Lalor) 
Elena Kats-
Chernin 
Variations in 
a Serious 
Black Dress 
1995 Solo Piano Art Music 
Clocks 
(Stephen Lalor) 
Elena Kats-
Chernin 
Clocks 1993 Chamber: 
20 
musicians 
and tape 
Art Music 
Three Post-
1970 Australian 
Pieces (Stephen 
Lalor) 
Nigel 
Westlake 
Fabian 
Theory 
1987 Chamber 
Marimba, 
three tom-
toms and 
digital delay   
Art Music 
 
Three Post-
1970 Australian 
Pieces (Stephen 
Lalor) 
Nigel 
Westlake 
Moving Air 1989 Chamber: 
Percussion 
Quartet and 
Tape 
Art Music 
Three Post-
1970 Australian 
Pieces (Stephen 
Lalor) 
Martin 
Wesley-Smith 
For 
Marimba 
and Tape 
1983 Chamber: 
Marimba 
and Tape 
Art Music 
Out of the 
Blue/Antarctica 
(Kim Waldock) 
Nigel 
Westlake 
Antarctica 
(suite for 
solo guitar 
and 
orchestra) 
1992 Concerto: 
Guitar and 
Orchestra 
Film 
Music/Art 
Music 
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Boojum! (Kim 
Waldock) 
Martin 
Wesley-Smith 
Boojum! 1986 Chamber: 
Vocal 
soloists, 
choir and 
piano 
Music for 
Theatre/Art 
Music 
Burning House 
(Michael Barkl) 
Tony Lewis Alien Moon 1995? Solo Koto   World 
Music/Art 
Music 
Burning House 
(Michael Barkl) 
Sarah de Jong Unreal Fair 1995? Chamber: 
Koto Voice 
and 
percussion 
World 
Music/Art 
Music 
Burning House 
(Michael Barkl) 
Sarah de Jong   In Other 
Ways Your 
Image 
1995? Solo Koto World 
Music/Art 
Music 
Burning House 
(Michael Barkl) 
Anne Boyd Cloudy 
Mountain 
1981 Chamber: 
Koto, flute 
World 
Music/Art 
Music 
Burning House 
(Michael Barkl) 
Barry 
Conyngham 
Afterimages 1995 Chamber: 
Koto and 
percussion 
World 
Music/Art 
Music 
Burning House 
(Michael Barkl) 
Liza Lim Burning 
House 
1995 Chamber: 
Koto and 
Voice 
World 
Music/Art 
Music 
Burning House 
(Michael Barkl) 
Anne Norman Inner States 1995? Solo Koto World 
Music/Art 
Music 
The Chamber 
Music of Ross 
Edwards 
(Stephen Lalor) 
Ross Edwards Ecstatic 
Dance 
1990 Chamber: 2 
violas or 
viola and 
cello 
Art Music 
The Chamber 
Music of Ross 
Edwards 
(Stephen Lalor) 
Ross Edwards Ulpirra 1993 Solo 
Recorder 
Art Music 
The Chamber 
Music of Ross 
Edwards 
(Stephen Lalor) 
Ross Edwards Prelude and 
Dragonfly 
Dance 
1991 Chamber: 
Percussion 
Quartet 
Art Music 
Confessions to 
my Dogs (Kim 
Waldock and 
Owen Nelson) 
Moya 
Henderson 
Confessions 
to my Dogs 
1986 Chamber: 
Mezzo 
Soprano, 
Piano and 
Percussion 
Art Music 
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 Compiled by the researcher 
Year Composer Work Date of 
Composition 
Australian 
1994 Barry Conyngham  Southern Cross 1981 Yes 
1994 Kent Farbach 1845: An Irish Elegy 1992 Yes 
1994 Richard Meale Viridian 1979 Yes 
1994 Graeme Koehne  Powerhouse 1993 Yes 
1994 Gordon Kerry Harvesting the Solstice 
Thunders 
1994 Yes 
1995 Arne Nordheim  Spur (excerpt) 1975 No 
1995 Nigel Westlake Cudmirrah Fanfare 1988 Yes 
1995 Brenton Broadstock In a Brilliant Haze 1993 Yes 
1995 Liza Lim Cathedral 1993-4 Yes 
1995 Gyorgy Ligeti Mysteries of the Macabre 1978/91 No 
1995 Julian Yu Sinfonia Passicalissima 1995 Yes 
1996 Richard Mills Tenebrae 1992 Yes 
1996 Elena Kats-Chernin Retonica (excerpt) 1993 Yes 
1997 Richard Mills Soundscapes for 
Percussion 
1983 Yes 
1997 Carl Vine Piano Concerto 1997 Yes 
1997 Pierre Boulez Notations (Excerpt) 1978 No 
1997 Matthew Hindson Homage to Metallica for 
Orchestra (Excerpt) 
1993 Yes 
1997 Peter Sculthorpe Earth Cry (Excerpt) 1986 Yes 
1997 Peter Sculthorpe From Uluru (Excerpt) 1991 Yes 
1997 Peter Sculthorpe Kakadu 1988 Yes 
1997 Gerard Brophy Colour red . . . your mouth 
. . . heart (excerpt) 
1993-4 Yes 
1998 John Adams A Short Ride in a Fast 
Machine 
1986 No 
1998 Rafaelo Marcellino Concerto for Tuba 
(excerpt) 
1996 Yes 
1998 Gordon Kerry Splendera for Orchestra 1994 Yes 
1998 John Carmichael Phoenix – Flute Concerto 1970 Yes 
1998 Richard Mills Symphonic Pictures from 
Summer of the 17
th
 Doll 
1998 Yes 
1998 Peter Sculthorpe Momento Mori 1998 Yes 
1999 Graeme Koehne Elevator Music 1997 Yes 
1999 Erkki Sven Tuur Searching for Roots 1990 No 
1999 Ross Edwards Maninyas – Concerto for 
Violin and Orchestra 
1988 Yes 
1999 Matthew Hindson Speed 1995 Yes 
1999 Gordon Kerry Concerto for Viola 1992 Yes 
2000 Luciano Berio Solo for Trombone and 
Orchestra 
1999 No 
66 
2000 Nigel Westlake Between Silence and 
Moonlight 
2000 Yes 
2000 Roger Smalley Close to the Edge 1993 Yes 
2000 Carl Vine Symphony No.4.2 1998 Yes 
2000 Julian Yu Filigree Clouds 1994-5 Yes 
2001 Matthew Hindson In Memoriam: Concerto 
for Amplified cello and 
Orchestra 
2000 Yes 
2001 John Adams Century Rolls 1997 No 
2001 Allan Zavod Concerto for trumpet, jazz 
trio and orchestra 
1998 Yes 
2001 Brett Dean Ariel’s Music 1995 Yes 
2001 Graeme Koehne In Flight Entertainment 2000 Yes 
2001 Richard Mills Totemic Journeys 2001 Yes 
2002 Lee Bracegirdle Variations for orchestra 2000 Yes 
2002 Ross Edwards White Ghost Dancing 1999 Yes 
2002 Richard Mills Three Miro Pieces 2002 Yes 
2002 Gordon Kerry Clarinet Concerto 2002 Yes 
2002 Elena Kats-Chernin Piano Concerto No. 2 2001 Yes 
2003 Brett Dean Carlo 1997 Yes 
2003 Elena Kats-Chernin Stairs 1983 Yes 
2003 Andrew Schultz 
(Gordon kalton 
Williams, lib.) 
Journey to Horseshoe Bend 2002 Yes 
2004 Liza Lim Street of Crocodiles 1995 Yes 
2004 Jonathan Mills Sandakan Threnody 2001 Yes 
2004 Carl Vine Percussion Symphony 
(Symphony No.5) 
1995 Yes 
2005 Brett Dean 12 Angry Men 1996 Yes 
2005 Gordon Kerry Doppler’s Web, Trumpet 
Concerto 
2003 Yes 
2005 Graeme Koehne Powerhouse 1993 Yes 
2006 Ross Edwards The Promised Land 2004-5 Yes 
2006 Liza Lim Flying Banner (After Wang 
To) 
2005 Yes 
2006 Nigel Westlake Antarctica: Suite for 
Guitar and Orchestra 
(excerpt) 
1992 Yes 
2007 Gerard Brophy Cities of Gold 2007 Yes 
2007 Brett Dean Komarov’s Fall 2006 Yes 
2007 Andrew Ford The Unquiet Grave 1998 Yes 
2008 Matthew Hindson and 
William Barton 
Kalkadungu 2008 Yes 
2008 Lee Bracegirdle Euphonium Concerto 2008 Yes 
2008 Peter Sculthorpe Kakadu 1988 Yes 
2008 Gianluigi Gelmetti Cantata Della Vita ? No 
2008 Marco Taralli Concertino for Oboe ? No 
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MVIS AUSTRALIAN MUSIC DAYS AND SECONDARY SCHOOLS 
TRAVELLING ENSEMBLES 
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Australian Music Days 
Composer Performing Ensemble Works featured 
Raffaele Marcellino The Song Company O Emmanuel (2003), Heart of Fire (2000), Fish Tale 
V (1995), Lullaby to Lost Hope (2004), Sprung! 
(2000) 
Paul Stanhope Sydney Chamber Choir “A Little Duck” from Songs of Innocence and Joy 
(2006), Fantasia on a Theme by Vaughan Williams 
(2003), Music from Boy on the Bay segment 
Melbourne Commonwealth Games Opening (2006), 
Three Geography Songs (1997)  
Ross Edwards Jerusalem Quartet, 
Australian String 
Quartet, RAAF Wind 
Quintet 
Veni Sanctus Spiritus (1993), Incantations for Wind 
Quintet (1985) 
Martin Wesley-Smith The Song Company Who Killed Cock Robin (1979), Boojum! (1986), 
Quito (1994-98), Black Ribbon (2001), Weapons of 
Mass Distortion (2003), Songs and Marches (2004), 
Papua Merdeka (2005) 
Carl Vine Michael Kieran Harvey Five Bagatelles (1994), Piano Sonata No. 1 (1990), 
Piano Sonata No. 2 (1997) 
Nigel Westlake N/A Music from the films: Babe, Babe – Pig in the City, 
Children of the Revolution and Solarmax 
Matthew Hindson Australian Youth 
Orchestra 
Comin Right Atcha (2002) 
Ian Cleworth Taikoz The Gathering (2005) 
Peter Sculthorpe Goldner String Quartet 
and William Barton 
String Quartet No. 12, From Ubirr (1994), String 
Quartet No. 15 (1999) 
 
Secondary Schools Travelling Ensembles 
Performing Ensemble Genre Works featured 
B‟tutta World Music Fusion Asa, Cinquillo, B’Tobra, HELLO? 
Humming Birds World Music Fusion Loves Me, Pata Pata, Cherokee, Gaudete 
Makukuhan World Music Jaren Oglek, Lir Ilir, Ken Ken Bih, Satria Kelana 
Mara! World Music Fusion Kele Meryem, Our Corrugated Iron Tank, Daichovo 
Doncheno, Baidin Fheilimi  
Sirocco World Music Fusion Pacific, Trepanging, Asian Marketplace, The 
Mongolian, Horseman 
The Chambermaids World Music Fusion/Art 
Music 
Contradanza, Twinkle Variations, Bagatelle no. 4 
The World According to 
James 
Jazz Pleated Skirts, Mossman, Abe’s Tango, Don’s Esky 
Tigramuna World Music Fusion Nave Navega, Llamita Blanca, Tierna Guajira 
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